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CHAPTER I 
THE PROBLEM 
The widespread formation of community musical socie-
ties in Massachusetts from about the close of the 
Revolutionary War through approximately the first half of 
the nineteenth century represented an important development 
in the growth of musical culture in the New England region. 
Although most early musical societies were formed for the 
specific purpose of improving sacred music in the church 
and community, their aims and accomplishments had an 
enormous influence upon all facets of the musical life of 
the new nation. Without their efforts the wide dissemination 
of serious music and the stimulation of public interest in 
art music would not have been possible; at the very least it 
would have been delayed for many years. The continuing 
efforts of thes• societies in studying, performing, and 
publishing art music aided in the development of 
knowledgeable audiences that could enthusiastically patron-
ize the flood of professional European performers who came 
to this country at a later time. They also provided much of 
the necessary groundwork for a tradition of active amateur 
musical organizations in schools and communities. 
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I. PURPOSE AND IMPORTANCE OF THE STUDY 
Purpose of ~ study. The primary purpose of this 
study was to investigate the early development of com-
munity musical societies in Massachusetts from the time of 
the Revolutionary War through approximately the first forty 
years of the nineteenth century. Toward this end, critical 
examinations were made of (1) their aims and activities, 
(2) their publications, (3) their performance practices and 
musical ideals, and (4) their musical literature. A second 
purpose of this study was to determine the importance of 
these societies in the history of American musical culture 
by (1) evaluating their influences upon the immediate local 
and regional musical life, and (2) assessing their roles in 
the subsequent musical developments of the new nation. 
Importance 2! ~ study. Very little has been 
written about the existence and the activities of early 
musical societies in Massachusetts--or, for that matter, in 
the entire country. The histories of a few of the more 
famous societies have been published, and these have been 
cited with varying degrees of detail in most of the general 
histories of American music. Without exception, however, 
the authors could only state that many more such societies 
existed, but they seemed not to know the exact nature of 
their objectives or the extent to which they became wide-
3 
spread and influential outside the principal cities of the 
country. 
Although a few scholars have recently undertaken 
studies of musical events of the early nineteenth century 
in the United States, the period as a whole has been neg-
lected. This has resulted in a general lack of easily 
available information concerning the era which immediately 
preceded both the introduction of music into the public 
schools and the rapid growth of professional musical activi-
ties in the last half of the nineteenth century. The es-
tablishment of choral societies, regional music festivals 
and conventions, symphony orchestras, and opera companies, 
and the growing public interest in providing a musical edu-
cation for children could not have occurred in an artistic 
vacuum. Singing schools, which have been the concern of 
several extensive studies, could not have been wholly 
responsible for these developments since they usually 
operated on a somewhat lower level and provided only the 
most basic musical instruction for children and adolescents 
desirous of joining the local church choir. 
Among the other institutions responsible for the 
development of a mature musical culture in this country 
were the community musical societies, both in the larger 
towns and cities and in the smaller hamlets and rural areas 
ef New England. Historians have been able to make only the 
broadest gene!alizations concerning these societies, and 
practically nothing has been written about those that were 
active outside the principal centers. 
Delimitations of ~ study. This investigation was 
limited principally to a consideration of musical societies 
whose purposes were educational and whose activities were 
community-wide in scope. During the eighteenth and early 
nineteenth centuries, the term, "musical society," often 
denoted any kind of musical organization, including singing 
schools, church choirs, and instrumental groups. Church 
choirs were not considered the province of this study unless 
they extended their activities outside the church circle by 
giving public performances, by publishing collections of 
music, or by sponsoring musical events of a community nature. 
Similarly, town and military bands were not discussed 
because these groups did not usually subscribe to an edu-
cational ideal and were usually informal ensembles which 
existed solely for the amusement of their members or for the 
entertainment of the community on public occasions. A few 
instrumental organizations which were closely allied or 
subsidiary to the community societies were treated according 
to their importance to the central purposes of this study. 
The period of time encompassed by this investigation 
began with the founding of the first known community 
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musical societies of the 1770's and 17SO•s in Massachusetts, 
and ended around the year 1840. With respect to the 
societies in Boston, the inquiry was terminated at 1S30, 
because the later musical organizations of that city ex-
hibited a maturity and professional competence that was not 
matched in other parts of the Commonwealth. Therefore, 
this study has concentrated upon the activities of those 
societies which represented initial community efforts to 
establish some form of public musical life. 
For the purposes of determining the subsequent 
influences of the societies under study here, the activities 
of some musical organizations in existence after 1S40 were 
summarized if the information was readily available. In the 
absence of such information, however, the inquiry was termi-
nated by 1S40 in the interests of containing the research 
within reasonably feasible limits. 
II. DEFINITIONS OF TERMS 
Musical Societx. For the purposes of this study, 
the term, nmusical society,n referred to those musical groups 
which were formally organized, most often with a full set of 
rules and regulations, membership restrictions, and 
statements of purpose, and whose activities were usually 
community-wide in nature. 
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The term has been frequently misused by modern 
scholars, chiefly because church choirs, community musical 
societies, and singing schools of the era often had over-
lapping functions, and the early writers themselves did 
not always make the distinctions clear. The confusion 
was further compounded by the fact that many early church 
choirs called themselves "musical societies" or "singing 
societies," even though their activities were wholly 
confined to providing music for the Sabbath services. 
Singing schools were also frequently called 
"musical societies." They were most often initiated by 
an instructor who would advertise his willingness to 
teach music for a fee, or by a town government or church 
board which would appropriate money to hire an instructor. 
Many singing classes developed into true community 
musical societies after having successfully completed the 
term of the school for the purpose of expanding their 
knowledge and proficiency still further. Generally, 
though not always, a community musical society represented 
a sort of self-governing "secondary'' singing school which 
did not admit members who had no previous instruction. 
Successful completion of a singing school term often was 
prerequisite to membership in a musical society which 
would undertake the study of more sophisticated literature. 
7 
Psalmody, Psalm-tune, l!l!!!a, ~ Anthem. During the 
eighteenth and much of the nineteenth century, Americans 
employed the term, "psalmody," in a generic sense, applying 
it to any kind of religious music suitable for congre-
gational singing. In this study the term was similarly 
employed, since distinctions between the various kinds of 
church music were not always made clear in the source 
material. 
Originally, a "Psalm-tune" was a musical composition 
of a fixed meter and a fixed number of phrases so that more 
than one set of words--the Biblical Psalms paraphrased, 
rhymed, and put into the same fixed meters--could be sung 
to the same tune. The English Psalm-tune, prevalent in 
America until the late eighteenth-century, usually con-
sisted of long notes at ei~her end of a phrase separated by 
shorter notes in the middle. The term, "hymn," referred 
only to a sacred poem that was not a direct paraphrase of a 
Psalm. An "anthem" was intended for performance only by a 
trained choir; it was through-composed and more complex 
than congregational music. Early writers were usually 
cognizant of these distinctions, although they sometimes 
used such terms as "set-pieces," or "chorusses [sic]rr to 
describe these compositions. 
-III. RELATED STUDIES AND SECONDARY SOURCES OF DATA 
The modern published histories of American music, 
whether they treat of sacred or secular music or both, are 
remarkably vague with respect to the existence and im-
portance of musical societies. The same few societies that 
are discussed at all are discussed in most of them; 
therefore, these volumes afforded only small assistance to 
the central concern of this study. They were of some value 
in providing proper historical and cultural perspectives, 
both with respect to the historical setting and to the 
final analysis and evaluation of data gathered during the 
course of this investigation. 
The most important modern general histories of 
American music are Gilbert Chase's America's Musicl and 
John Tasker Howard's Our American Music.2 Chase was more 
than sympathetic to the cause of indigenous music repre-
sented in New England by the Billings school, but was 
unable, owing to the large scope of his study, to treat 
these phenomena in any great detail. Howard spent even less 
time with the early musical history, and seemed to consider 
European influences more important to America's cultural 
growth. 
lNew York: McGraw-Hill Book Co., Inc., 1955. 
2Third Edition, New York: Thomas Crowell Co., 1946. 
Three volumes devoted to sacred music in America 
were: Leonard Ellinwood, ,!h! History g.! American Church 
Music,3 Henry Wilder Foote, Three Centuries 2f American 
Hymnody,4 and Percy B. Scholes, !!!! Puritans ~Music in 
England and New England.5 Foote's study was by far the 
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most exhaustive of the three and provided a thorough account 
of the psalmody of the earliest settlers of New England. 
Scholes devoted the bulk of his study to Puritan attitudes 
toward music, and showed that these people were not as 
greatly opposed to secular music as historians had once 
believed. He also demonstrated the fact that the music of 
the Puritans in England was but little more highly de-
veloped than the music in Mew England in the seventeenth 
and early eighteenth centuries. 
Several older studies, which included Louis Elson's 
Ameri~ Music,6 N.D. Gould's History of Church Music~ 
America,? George Hood's History£! Music !E!!! England,s 
3New York: Morehouse-Gorham Co., 1953. 
4cambridge, Mass.: Harvard University Press, 1940. 
5London: Oxford University Press, 1934. 
6New York: The MacMillan Co., 1904. 
7soston: Gould and Lincoln, 1853. 
gBoston: Wilkins and Carter, 1846. 
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and ~·rederick Louis Ritter's Music ~ America,9 were in-
valuable chiefly because their copious quotations from 
seventeenth and eighteenth century writings provided in-
formative and easily accessible source readings. They also 
demonstrated their authors' typical nineteenth-century 
revulsion toward the native music of the previous era. A 
comparison of these studies with modern histories revealed 
the fact that many of the later writers have had to rely 
upon their predecessors for much of their source material. 
Many of the direct quotations, examples, and anecdotes had 
a tendency to become somewhat repetitious, particularly 
after the fourth or fifth treatment by as many authors. 
Several more specialized and localized studies pro-
vided much useful information pertinent to this inquiry. 
Oscar Sonneck's pioneering work, Early Concert 1!f! in 
America, described the public concert life in the largest 
cities of the country to 1800 as shown in the periodicals 
of the time.10 H. Earle Johnson's Musical Interludes~ 
Boston 1795-1830 was intended as a companion volume to 
Sonneck's work, and presented a reasonably thorough account 
of Boston's musical life in the early decades of the 
9New York: Charles Scribner's Sons, 1883. 
10Leipzig: Breitkopf and Hartel, 1907. 
11 
nineteenth century.11 His treatment of a few of the 
musical societies in the Boston area provided a helpful 
starting point for a more thorough investigation of these 
and other organizations. Both Sonneck and Johnson, 
however, placed more value upon the professional concert 
life of the era. Johnson, in particular, tended to dismiss 
amateur societies as mere "Psalm-tune assemblages" which 
were "virtually unrelated to the development of modern 
musical culture."l2 This attitude is open to question by 
those who place more value upon amateur musical activities; 
consequently, an attempt has been made in this study to 
evaluate the importance of these "Psalm-tune assemblagesn 
in more thorough and objective fashion. 
Specialized studies of a regional nature included 
Louis Pichierri's Music!!!!! Hampshire 1623-lgoo13 and 
George Thornton Edwards' Music ~Musicians !! Maine.l~ 
These works, especially Pichierri's, provided valuable data 
for comparing the musical developments in Massachusetts 
with those of neighboring states. James William Thompson's 
11New York: Columbia University Press, 19~3. 
12Johnson, !£• ~., P• 56. 
l3New York: Columbia University Press, 1960. 
14Portland, Me.: The Southward Press, 192g. 
"Musical Activities in New England 1800-1838" was intended 
as a general overview.15 Owing to its broad scope, it 
could only present summaries of extant published material. 
Since little primary research was undertaken, it proved to 
be of little value for this present study. 
A few published books dealt directly with the 
histories of individual musical societies. These were: 
Charles c. Perkins and Johns. Dwight, Histo~ £! ~ 
Handel~ Hayd~ Societz,16 Walter Raymond Spalding, Music 
~Harvard: A Historical Review 2£ ~ ~ Events,l7 and 
Lemuel w. Standish (editor),~ Old Stoughton Musical 
Societr.18 Since these studies are readily available, at 
least in the New England area, the material in them was only 
summarized in this study in order to make the coverage as 
complete as possible, and to provide a basis for a thorough 
evaluation of all the known musical societies in 
Massachusetts. 
15unpublished Ph. D. Dissertation, George Peabody 
College for Teachers, Nashville, Tenn., 1962. 
16Boston: Alfred E. Mudge and Sons, 1883-1893. 
17New York: Coward-McCann, Inc., 1935. 
18stoughton, Mass.: Published for the Society, 1929. 
13 
A similar use was made of the pertinent findings in 
J. S. Dwight's "The History of Music in Boston,nl9 
Milton Gerald Hehr's ''Musical Activities in Salem, 
Massachusetts, 1783-1823,"20 and Amelia Vincent's "Music 
in Boston, 1825-1830.n21 The two last-named authors 
faithfully accounted for the musical life in Salem and 
Boston for the years indicated, but did not assess the 
importance of the musical societies they discussed, since 
they had no basis for comparison with similar groups in 
other times and places. 
With respect to the published musical literature of 
the period under study, Frank J. Metcalf's American Writers 
~ Compilers £! Sacred Music admirably brought order out 
of the bewildering array of native publications.22 He 
described their publishing history and their musical 
contents, and presented short biographical accounts of the 
lives of some of the more important native composers and 
compilers. Metcalf's findings were supplemented by recent 
studies of Irving Lowens, Allen Britton, and others, in 
19The Memorial History 2f Boston (Boston: 1894). 
20unpublished Ph.D. Dissertation, Boston University, 
Boston, Mass., 1963. 
2lunpublished M.A. Thesis, Boston University, 1942. 
22New York: The Abingdon Press, 1925. 
various articles found in professional journals. 
Many articles, pamphlets, reviews, and sketches too 
numerous to list individually in this chapter provided 
many different kinds of assistance. Biographies of 
composers and musicians of the period, occasional histori-
cal sketches of musical societies, and miscellaneous 
articles on singing schools, performance practices, and 
related topics were consulted and cited as the occasion 
warranted. 
IV. PRIMARY SOURCES OF DATA 
Newspapers and Periodicals. Exclusive of the few 
published and unpublished works dealing directly with a 
particular musical society, the newspapers of the period 
were by far the most rewarding sources of hitherto-
undiscovered data. For the period prior to 1815, however, 
they proved to be somewhat less helpful, especially 
outside the Boston area, for several reasons. First, 
newspapers were then far less numerous than during the. 
later decades. Second, Hew Englanders were not in the 
habit of publicly proclaiming their social and club activi-
ties in the earlier years, at least to the extent they did 
after 1815 or 1820. Third, activities of the earlier 
musical societies were not usually of a public nature: 
few public concerts were given before 1$15, thus the need 
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for frequent press notices was often not necessary. From 
1815 or 1820 onward, practically every musical society in 
the Commonwealth announced its meetings, concerts, and 
other business by aeans of small advertisements printed 
in the local weekly paper. These notices usually appeared 
among similar announcements for other societies, such as 
the "Female Charitable Society," the "Society for the 
Suppression of Intemperance," or the "Society for the 
Detection and Apprehension of Horse Thieves." In addition 
to paid notices, these papers also printed editorials and 
"communications" from subscribers concerning the activities 
of the musical organizations. On a few occasions, the 
entire constitution or a detailed statement of purpose of 
a musical society was published--invaluable data that 
might not otherwise have survived. 
John Rowe Parker's periodical, The Euterpeiad, or 
Musical Intelligencer appeared in Boston from 1820 to 1823, 
and often paid special attention to the activities of 
musical societies throughout New England. Parker believed 
that their work merited recognition and encouragement, and 
consequently printed frequent reviews, notices, and other 
accounts of these groups, even if much of the criticism 
proved to be rather circumspect and often digressed into 
the realms of esthetic and theological speculation. Such 
articles nevertheless gave valuable insight into the 
16 
activities and practices of these societies. 
!2!a ~Regional Histories. Virtually every town 
and county in Massachusetts has caused its own history to 
be written and published. Some appeared as early as the 
1830's, and others appeared as late as the 1950's, but 
most were written between 1860 and 1900. A student of 
genealogy, ecclesiastical or military history, or the 
history of the temperance movement would find these 
hundreds of volumes a veritable gold mine of information. 
For the student of musical Americana, however, they proved 
to be disappointing. An occasional town history contained 
a chapter or section dealing with the music and musicians 
of that town, but even there the genealogical consider-
ations often outweighed the musical, and only a minimum of 
pertinent information would be disclosed. The vast 
majority of these volumes mentioned musical activities only 
in passing, if at all; in consequence, relatively few of 
them deserved inclusion in the bibliography of this study. 
Their value lay chiefly in the small fragments of infor-
mation, the few dates, places, and names, with which a 
systematic search of the newspapers and other primary 
sources could be initiated. 
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Records, Manuscripts, ~Historical Collections. 
Most of the musical societies in Massachusetts undoubtedly 
kept careful records of their membership rolls, their 
finances, and their business transactions, but apparently 
the great majority of these documents have been lost. 
Historical collections, catalogued and uncatalogued, in 
many of the libraries and historical societies of the state 
were carefully searched, but seldom were any such records 
located. The few that were found provided valuable data, 
and were cited accordingly. Many of the existing records 
had been employed as the basis for accounts found in town 
histories, for articles in publications of historical 
societies, or for an occasional local musical history. In 
all cases, full accounts of these original documents were 
given in this study, and most were supplemented by such 
additional data as could be located in other sources. 
Publications 2f Musical Societies. The publications 
of musical societies usually consisted of three kinds: 
(1) collections of music, (2) their own histories or 
historical sketches, and (3) lectures or sermons which had 
been delivered before their meetings. These documents are 
the sole remaining traces of many societies, other records 
and accounts having been lost. The musical collections 
were valuable in that they demonstrated the esthetic 
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philosophies of the organizations by virtue of the kinds 
of music they saw fit to publish. Sermons delivered before 
the societies were considered important because they also 
offered an insight into contemporary musical ideals and 
points of view. In this investigation these publications 
were treated in connection with the accounts of the 
individual societies which were responsible for them. In 
addition, a few printed programs and other miscellaneous 
documents were located, some of which were photocopied and 
inserted in appropriate places throughout this study. 
V. METHODS OF RESEARCH 
The overwhelming quantity of newspapers for the 
sixty or seventy years encompassed by this study, and the 
large number of libraries and historical societies in 
Massachusetts precluded a thorough and complete search of 
all these possible sources of data. As a more efficient 
method of research, a list of names, dates, and other 
pertinent information was assembled ae a result of a 
search of town histories, early musical periodicals and 
other writings, as well as published musical histories, 
articles, and recent studies. Johnson, in particular, 
provided a helpful list of New England musical societies 
which he had discovered during the course of his 
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research.23 In addition, the card catalogs of many 
libraries, historical societies, and similar institutions 
were combed. Information leading to additional musical 
societies frequently was discovered in this manner. In 
all cases, a mere name and/or date was of invaluable 
assistance in pursuing the research into the pertinent 
newspapers and other primary sources. Rarely were the 
newspapers searched blindly, although some were briefly 
scanned and spot-checked for periods of time during which 
no musical information seemed to be otherwise available. 
The latter method, however, seldom resulted in an 
important discovery. The more important and active 
societies usually seemed to rate some reference--however 
slight--in a town history or in one of the other sources. 
Although many more musical societies undoubtedly 
existed during that era than were accounted for here, 
the number discovered by these methods was not inconsider-
able. In addition, the coverage proved to be reasonably 
comprehensive with reference to the various types of 
societies and to their geographical and chronological 
distribution. 
As might be expected, the accounts of individual 
societies given in this study varied greatly, depending 
23 Johnson, 2E• ~., pp. 290-291. 
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upon the amount of information available. For some, it 
was possible to construct reasonably complete accounts of 
their activities, purposes, and accomplishments. For 
others, only scattered facts came to light. Still other 
societies left only their names to posterity by virtue of 
a surviving publication or two. By grouping all societies 
together according to types, a composite picture of each 
general kind of society emerged which led to certain broad 
generalizations and conclusions. 
VI. ORGANIZATION OF THE REMAINDER OF THE STUDY 
In order to provide the proper historical, social, 
and cultural setting, Chapter II summarized the musical 
and intellectual history of Massachusetts in the 
seventeenth and eighteenth centuries, and was designed to 
precede the body of this study. 
The presentation of the data was organized into 
four chapters. As certain patterns and trends unfolded, 
it was found that musical societies of the same periods 
of time tended to have similar objectives and to engage 
in similar activities. Two types of societies were found 
to be in existence in the early part of the century. 
Town and community societies founded before 1820 were 
grouped together in Chapter III, while Chapter IV concerned 
itself with county and regional societies of the same 
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period of time. After 1820, most of the societies seemed 
to fall within the same general type; however, the 
societies in the Boston area were treated separately in 
Chapter V because of their special characteristics, and 
because of the more direct influence of Boston's pro-
fessional musicians. Chapter VI included accounts of 
musical societies in existence between 1817 and 1840 
outside the Boston area. 
Even though chronological continuity with respect 
to some individual communities was disturbed by this 
method of organization, these societies were nevertheless 
treated in categories, so that comparisons and conclusions 
would be clearer and more easily formulated. 
The final chapter summarized the findings, offered 
certain general conclusions, and made recommendations for 
further study. 
CHAPTER II 
MUSIC AND THE PURITANS OF MASSACHUSETTS 
The early musical culture of colonial Massachusetts 
consisted almost exclusively of sacred music, which was 
entirely dependent upon the Puritan Church. To be sure, 
secular music and folk music were not entirely neglected, 
but the small amount of data that survives concerning the 
cultivation of non-religious music only substantiates the 
hypothesis that it did not comprise an important facet of 
early colonial life. 
I. THE HOLY COMMONWEALTH 
The overwhelmingly religious character of the music 
of the Puritans stemmed from the peculiar conditions under 
which Massachusetts was first settled. The original 
Puritans came to Massachusetts Bay determined to establish 
a theocratic state, a "Holy Commonwealth" which would exist 
solely to glorify God and to obey His will. The words of 
an early New England historian expressed this attitude 
well: 
All you people of Christ that are here Oppressed, 
Imprisoned and scurrilously derided, gather yourselves 
together, your Wifes and your little ones, and answer 
to your several! Names as you shall be shipped for his 
service in the Westerne World, and more especially for 
planting the united Collonies of new England, where you 
are to attend the service of the King of Kings, upon 
the divulging 
Armes •••• 
will create a 
Churches, and 
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of this Proclamation by his Herralds at 
Know this is the place where the Lord 
new Heaven, and a new Earth i~ new 
a new Common-wealth together. 
The first few generations of colonists managed to 
maintain most of the ideals and forms of the Holy 
Commonwealth even though it was not to endure in its pure 
state for very long. Political power was concentrated in 
a small group of the clergy, the intellectual elite, who, 
convinced that they were God's elect, arrogantly ruled the 
Bay Colony with an iron hand. Civil authorities existed 
merely to administer the harsh laws handed down by the 
ecclesiastics. Church and s.tate were one, and any pursuits, 
intellectual or physical, that were not directly concerned 
with glorifying or obeying God, were considered at the very 
least to be unimportant and unconsequential. More often, 
since such things wasted valuable time better spent on more 
pressing matters, they were considered sinful, and were 
often suppressed. Church attendance was compulsory not 
only for the elect but also for the "unregenerate" and even 
for people of other faiths who happened to dwell within the 
jurisdiction of the Bay Colony. 
Education was considered valuable only for theological 
purposes; areas of learning had little or no intrinsic worth 
leapt. Edward Johnson, 4 Histort 2f New England, ~ 
Wonder workin~ Providence of S1ons Savor (London: 1654), 
quoted in Her ert Wallace SChneider, The Puritan ~ (Ann 
Arbor, Mich.: University of Michigan Press, 195~), p. 8. 
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outside the religious system. All this was also true of 
the arts. Schneider stated: 
The fine arts were cultivated only in so far as 
they seemed to have a bearing on the economy of 
redemption; accordingly there flourished chiefly the 
arts of oratory and argument. Secular arts, learning, 
and education were regarded as luxuries, unnecessary 
for the greater glory of God and the propagation of 
his Gospel. New England was supposed to be dedicated 
to a single task, and this unified aim naturally 
dominated its mental t2ends even more thoroughly than 
its physical pursuits. 
To this list Schneider could have added the culti-
vation of psalmody. The singing of the Psalms was con-
sidered a necessary, divinely ordered part of the worship 
service. As such, it was not to be neglected or taken 
lightly. Nevertheless, the music of the church gradually 
became so degraded in the new land that it came close to 
total extinction by the time the third generation of 
Americans had reached young adulthood. The lack of well-
trained musicians, the prohibition of instruments in 
church, the hardships of frontier life that made the study 
of music extremely difficult if not impossible, the 
natural changes that took place in an art passed on 
chiefly by oral tradition, and the lack of printed music--
all these factors contributed to the decline of musical 
culture. 
2schneider, 2£• ~., p. 48. 
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Music was not the only intellectual pursuit that 
suffered. Religious restrictions and geographical iso-
lation accounted for a similar decline in other areas of 
learning, as reported by Samuel Johnson: 
The condition of learning (as well as everything 
else) was very low in these times indeed much lower 
than in the earlier time while those yet lived who 
had had their education in England and first settled 
the country. These were now gone off the stage and 
their sons fell greatly short of their acquirements as 
through the necessity of the times they could give but 
little attention to the business of education •••• 
They heard ••• of a new philosophy that of late was 
all in vogue and of such names as Descartes, Boyle, 
Locke, and Newton, but they were cautioned against 
thinking anything of them because the new philosophy 
it was said would soon bring in a new divinity and 
corrupt the pure religion of the country •••• 
Indeed there was no such thing as any book of 
learning to be had in those times under a 100 or 150 
years old, such as the first settlers of the country 
brought with them 70 or 80 years before and some few 
used to make synopses or abridgements of these old 
scholastic systems.3 
The situation regarding school books and literature 
was also true of music books. The Bay Psalm~' the 
first book printed in the English Colonies, did not contain 
any actual music until the 1698 edition. Therefore, the 
churches had to rely upon the few remaining copies of the 
Sternhold ~ Hopkins and Ainsworth psalters which the 
original settlers had brought with them back in the 1620's 
3Memoirs of the Life of the Rev. Dr. C Sa.muelJ 
Johnson, quoted Iii Sc1ineider7"'".2£• cit., pp. 158-159. 
and 1630's. Evidently very few books of any kind were 
imported into New England before 1710. 
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The Rev. Thomas Symmes, writing in 1720, gave what 
may be considered a fair appraisal of the situation: 
There are Many who never employ their tongues in 
singing God's praises, because they have no Skill. 
It is with great Difficulty that this part of Worship 
is performed ••• it is to be feared Singing must be 
wholly omitted in some Places for want of Skill if this 
Art is not revived. I was present in a Congregation, 
when Singing was for a whole Sabbath omitted, for want 
of a Man able to lead the Assembly in singing •••• 
The declining from, and getting beside the Rule was 
~radual and insensible. --Singing-Schools and-slnging-
ooks being laid aside, there was no·: way to learn; but 
only by hearing of Tunes sung, 0r by taking the Run of 
the Tunes (as it is phrased). The Rules of Singing not 
being taught or learnt, every one sang as best pleased 
himself, and every Leadinf-Sirser would take the 
Liberty of raising any No e o the Tune, or lowering it, 
as best pleas'd his Ear; and add sucn-TUrns and 
Flourishes as .were grateful to him; and this was done so 
gradual!~, as that but few if any took notice of it. 
One Cler or Chorister would alter the Tunes a little 
in his Day, and Next a little in his, and so on One 
after Another, till in fifty or sixty Years it caused 
a considerable Alteration. 
As the practice of psalmody became further removed 
in time from its ~uropean origins, it took on certain 
undesirable characteristics which aroused the reforming 
zeal of some enlightened clerics early in the eighteenth 
century. In describing the low state of psalmody, the 
4Thomas Symmes, The Reasonableness of Re,ular 
Singing (Boston: B. Green-and Samuel Gerrisn, 1 2o). 
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Rev. Thomas Walter of Roxbury said: 
Our Tunes are, for Want of a Standard to appeal 
to in all our Singing, left to the Mercy of every 
unskillful '.L'hroat to chop and alter, twist and 
change, according to their infinitely divers and no 
less Odd Humors and Fancies. • • • I myself have 
heard (for Instance} Oxford Tune sung in three 
Churches (which I purposely forbear to mention) with 
as much Difference as there can possibly be between 
York and Oxford, or two other different tunes •••• 
~ve observed in many Places one Man is upon his 
Note, while another is a Note before him, which 
produces something so hideous and disorderly, as is 
beyond Expression bad •••• much Time is taken up 
in shaking out ••• Turns and Quavers; and besides, 
no two Men in the Congregation quaver alike, or 
together; which sounds in the ears of a Good Judge, 
like five hundred different Tunes roared out at the 
same time, whose perpetual Interfearings with one 
another, perplexed Jars, and unmeasured Periods, 
would make a Man wonder at the false Pleasure which 
they conceive in that which5good Judges of Musick and Sounds cannot bear to hear. 
Further evidence of the low standard of singing 
was found in Samuel Sewall's Diary, where he wrote that, 
on several occasions in fulfilling the office of Deacon, 
he had "set" the tune too high or too low, or had commenced 
with one tune, only to fall into another in mid-phrase.6 
Excessive ornamentation and alteration of the tunes was 
described by Symmes: 
5Thomas Walter, The Grounds and Rules of Musick 
Explained. (Boston: l72IT; quoted in-Prederic~ouis Ritter, 
Music in America (New York: Charles Scribner's Sons, 1883), 
pp. 36::)8. 
6Henry wilder Foote, 'l'hree Centuries of American 
H:m9ody (Cambridge, Mass.: Harvard University-Fress, 1940), 
p. '· 
An ingenious gentleman, who has prick'd (i.e., writt~n down) Canterbu~ [tune] as some of you sing 
it, f1nds no less than 50 notes, in that time, in 
your way, whereas in ours there are but 30.7 
Symmes likened the introduction of these "supernumerary 
notesw to the popular music of the day, and described the 
psalm-tunes as "much more like song-tunes, than as sung 
by rule." John Eliot also compared the congregational 
singing to popular music: 
••• some affect a quicker motion, others affect a 
slower and drawl out their notes beyond all reason; 
hence in congregations ensue jarrs and discords, 
which make singing rather resemble howling, and this 
drawling out the notes to such a length is the 
occasion of their tittering up and down, as if the 
tunes were all composed of ~uavers, and make 'em 
resemble tunes to dance to. 
From such accounts it is clear that the singers had 
departed radically from the printed notation. Very likely 
the music took on certain aspects of the indigenous folk 
music culture by acquiring a certain rhythmic pattern 
here, and a melodic turn there, with a corresponding lapse 
into the modal scales of folk music. To what extent this 
actually may have happened is not known, although it has 
been found that similar changes took place in the other 
arts. Gravestone carvings and other pictorial examples 
7symmes, 2.E.• ill· 
8John Eliot, A Brief Discourse Concerninf Regular 
Singing (Boston: 172;), quoted in Ritter, 2£• e t., p. 21. 
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from seventeenth-century Massachusetts, for example, 
display the naive, crude, and unsymmetrical character-
istics that have always been associated with so-called 
"primitive" art forms. Another argument in favor of the 
folk-psalmody hypothesis is that when a native style of 
sacred music did develop in the last half of the 
eighteenth century, it had certain unique characteristics 
that cannot be traced directly to the imported English 
music which gave the American composers their initial 
inspiration. 
II. THE EIGHTEENTH CENTURY ENLIGHTENMENT 
Puritan Massachusetts did not remain culturally 
isolated from the rest of the world for long. Early in 
the eighteenth century, a new ray of intellectual light 
began to shine from the Old World into the New. Both 
Harvard College and the institution which was to become 
Yale University acquired sizable collections of new books. 
The works of Locke, Newton, Berkeley, Shakespeare, Milton, 
and other European thinkers slowly became known among the 
more curious, and European culture began once again to 
flow to these shores. 
SChneider recounted the education of Samuel 
Johnson, who became president of King's College, and 
described the effect which the new literature had upon 
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this young man: 
• • • Johnson made the discovery that New England was 
really not the center of God's Kingdom on earth, but 
rather merely one of the outlying provinces of the 
British Empire. He was shocked at the intellectual 
backwardness of his colony; he was disgusted with the 
controversial temper and lack of order among the 
Congregational churches. On all sides he seemed to 
see evidences of provincialism, intell~ctual poverty, 
and in general a lack of civilization.~ 
As a result of its brush with the Age of Reason, 
the Puritan religion also underwent sweeping changes during 
the first half of the eighteenth century. The complete 
reversal of the political philosophy of the Bay Colony was 
perhaps the most startling of these changes. The old 
theology had held that the theocratic government existed 
principally to glorify God, and to make sure that all the 
citizens did the same. But John Wise could write, as early 
as 1717, that 
the end of all good government is to cultivate 
humanity, and promote the happiness of all, and the 
good of every man in all his rights, his life, liberty, 
estate, honor, etc., without injury or abuse done to 
any.lO 
Schneider commented upon this statement as follows: 
Here we have a complete reversal of Puritan phi-
losophy. The state is not justified because it makes 
a contribution to the Kingdom of God; the churches of 
9schneider, 22• ~it., p. 165. 
lOJohn Wise, Vindication of the Government of the 
New England Churches (Boston: 11I~quoted in Scnne!air, 
~. c 1 t • ' p. 97 • 
~ 
l 
l 
l 
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God are justified because they tend to 'cultivate 
humanity and promote the happiness of all and the 
good of every man in all his rights.' Nothing could 
be a more eloquent tribute to the new spirit in New 
England: the churches are to be modelled on1ihe principles of civil society, not ~ versa. 
This concept steadily gained acceptance throughout 
the century. It was brought forth to justify and en-
courage the American Revolution in New England, and also 
provided much of the basis for the constitutional 
democracy of the new nation. Despite many reversals, 
massive opposition, and endless verbal warfare, the 
Puritan churches became more and more liberal. As a 
result of the traditional congregational autonomy of each 
individual church, they also became more and more divided 
among themselves until at the beginning of the nineteenth 
century, the Established Church--the last vestige of the 
Holy Commonwealth--shattered into the fragments of 
Congregationalism, Unitarianism, and Universalism. The 
Methodists, Baptists, Presbyterians, and Anglicans also 
gained adherents from the collapse of the old order. 
III. THE FIRST REFORM IN MUSIC 
Concurrently with the intellectual enlightenment, 
church music also underwent a reform. About the year 1712, 
11
schneider, loc. ~· 
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John Tufts of Newburyport published An Introduction to 
- -
the Singing of Psalm Tunes in ! Plain and Easx Method 
~!Collection of Tunes in Three Parts. This volume 
ran through eleven editions and was important to the new 
era for several reasons. First, it was the initial 
effort in New England to provide an easily available 
musical text book. Second, it contained thirty-eight new 
tunes and verses, some of them copied from Playford's 
Whole Booke of Psalms, which had been published for the 
Church of England in 1677. Third, this ''easy method" 
introduced the rtfasola" system of solmization to America. 
Theories of tonality had not yet evolved even in Europe, 
thus this method was based upon the hexachord system. 
A modern major scale would be solmized from keynote to 
keynote as "fa, so, la, fa, so, la, mi, fa," instead of 
the now-familiar and much less confusing "do-re-mi" 
system. Since "mi" was the only unrepeated syllable in 
an octave, it was used as a point of reference. The 
rtfasola" system was important in that it became the basis 
for all systems employed in America far into the 
nineteenth century, remnants of which are still today 
evident among the "Sacred Harp" singers of the southern 
Appalachians. Instead of employing conventional notes, 
Tufts put the syllables themselves on the lines and spaces 
of the musical staff, and indicated their relative 
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duration by means of punctuation marks. This idea was not 
a success because it was not widely copied, but it demon-
strated a typical Yankee ingenuity and inventiveness that 
left its mark upon many of the musical developments 
throughout the century. 
Thomas Walter followed Tufts in 1721 by bringing 
out his Grounds ~ Rules 2f Musick Explained, a volume 
which contained additional aew music. Walter employed 
diamond-shaped notes, conventional bar-lines, and meter 
signatures. Widely adopted by singing schools and 
churches, this volume went through several editions and 
was immensely popular for forty years. 
The 1720 publication of Symmes' essay, The Reason-
ableness 2f Regular Singin~, drew the intellectual battle 
lines for the reform of psalmody, and served to muster 
the first full strength for the long struggle. The writer 
justified the publication of his tract on the grounds of 
the need for reform, in face of the "differences and 
oppositions which some Congregations have met withal, in 
their attempting and accomplishing a Reform in their 
Singing.nl2 The senselessness of the nQld Wayn was 
outlined, and the abhorrent characteristics of the church 
music of the time were listed, as quoted earlier in this 
12symmes, .2.E• ill· 
! 
! 
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chapter. ''Regular" singing was urged on the grounds that 
"there are many Persons of Credit now living, Children 
and Grand-children of the first settlers of New-England, 
who can very well remember that their Ancestors sung by 
~· • • •" This and other reasons were offered as just 
causes for the reform, and Symmes showed that he was in 
sympathy with the spirit of the European Enlightenment 
when he said: 
That way of singing which is the most RATIONAL, is 
the best and most excellent; but sin~ini Qr Note, 
is the most rational Way, therefore 1t 1s~iim0st 
excellent. 
A passion for rule and order was further demonstrated in 
Symmes' closing plea for the establishment of singing 
schools, taught by a "Skillful Singer," and attended by 
those--especially the young people•-"who want Skill in 
Singing." 
The enlistment of the young in the movement helped 
greatly to ensure its success; the entrenched Deacons and 
the older people of the congregations were undoubtedly 
more set in their ways and resistant to change than the 
adolescents and younger adults. The youth did, in fact, 
populate the singing schools with enthusiasm, although the 
question arises whether the motivation was primarily 
musical or social; unquestionably it provided a chance for 
them to escape their elders during the long winter evenings 
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and to get together with their own kind onee or twice per 
week. In spite of the dire predictions of the conserva-
tives, that these ~Young Upstarts" would ~tarry out a 
Night Disorderly,'' the movement rapidly gained momentum 
and soon spread far and wide. Buechner cited evidence 
which led him to conclude that these early New England 
choirs were composed largely of adolescents from about 
15 to 20 years of age.13 
Men like Symmes and Walter, and other like Rev. 
Solomon Stoddard, Cotton Mather, and Nathaniel Chauncey 
to name only a few, wrote sermons and tracts, delivered 
"singing lectures," taught singing schools, and traveled 
widely, promoting their cause wherever they went. 
In addition to the work of individuals, Buechner 
found that at least three "Societies for the Promotion 
of Regular Singing" were active in eastern Massachusetts 
in the 1720's.1~ Directed by enlightened clergymen, 
these organization held regular meetings, heard lectures, 
and practiced singing by note. None of these societies 
had an existence of more than a year or two. 
13Alan Clark Buechner, ~Yankee Singing Schools and 
the Golden Age of Choral Music in New England," (unpublished ~d.D. dissertation, Harvard University, 1960), 
pp. 2$3 !!• seq. 
1~Buechner, 2£• £!!., pp. 77-$7. 
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Such a drastic reform of ecclesiastical procedure, 
especially in the land of the arch-conservative Puritans, 
could only proceed at a slow and deliberate pace. It did 
not come immediately upon the establishment of a singing 
school in a town, even though Foote stated that "by the 
end of the third decade of the century the excitement over 
'regular singing' had died down, and the 'new way' was 
generally ace epted ."15 Presumably, li'oote meant that some 
of the ideas of the reformers were becoming accepted in 
theory, if not always in practice. Much evidence has 
shown, however, that some of the undesirable practices 
endured up to and even beyond the Revolution. 
Hood reported that several churches in eastern 
Massachusetts began singing in the "regular wayn by about 
1723, !·~·' those in Boston, Roxbury, Dorchester, 
Cambridge, Taunton, Bridgewater, Charlestown, Ipswich, 
Newbury, Andover, and Bradford. 16 Cotton Mather, in a 
letter to Thomas Hollis in 1723, wrote: 
Such Numbers of good people, (and Especially young 
people) became Regular ~ingers, that they could carry 
it in the Congregations. But who would beleeve it? 
Tho' in the more polite city of Boston, this Design 
mett with a General acceptance, in the Countrey, 
15Foote, 2£• cit., p. 111. 
l6George Hood, Histoia of Music in New England 
(Boston: Wilkins, Carter, aD: rro., 1846T; p:-142. 
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where they have more of the Rustick, some Numbers of 
Elder and Angrey people bore zelous Testimonies 
against these wickei
7
Innovations, and this bringing 
in of Popery •••• 
The movement evidently met with its first successes 
in the less "Rustickn communities where by this time non-
Puritan immigrants were arriving and bringing their own 
religions, along with their own customs and musical culture. 
One practice, known as "lining out," withstood 
reform for many more years. Originally introduced in the 
seventeenth century only to compensate for the lack of 
printed music and psalters, it soon became a sacrosanct 
tradition in the minds of the more conservative Puritans. 
The procedure called for the deacon or some other leader 
to sing a line of the Psalm, after which the congregation 
would repeat what they had heard. Each succeeding line 
would be set forth in the same manner until the Psalm 
came to an end. By the middle of the eighteenth century 
the need for "lining outn had disappeared owing to the 
greater availability of psalters, but Hood stated that it 
was not finally abolished in Worcester until 1779; in 
Rowley it was not discontinued until 1790, or long after 
a choir had been formed. 1g 
17quoted in Foote, 2E• cit., p. 109. 
lSHood, ££• cit., pp. 1Sl-1S4. 
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A singing school around the middle of the 
eighteenth century might have as its text Tufts' or 
Walter's book, and the students might use the smoother 
psalm•verses of Watts or !!!! and Bradx, as the newer 
English psalters were called, but chances were that the 
singing in the meeting-house on the Sabbath was confined 
to the old Bay Psalm~ with its few simple tunes. 
Perhaps in self defense, the "regular" singers began to 
sit near each other and by virtue of their new-found skill 
were able to carry the rest of the congregation in singing 
in the new way. 
The formation of choirs, the introduction of newer 
music and poetry into the service, the use of pitch-pipes 
and musical instruments as aids to the choir, the granting 
of permission for women to sing, and finally, the complete 
abolition of "lining out," was a slow and continuous 
process that marked church history throughout the century. 
Without the initial step and the early efforts of men like 
Symmes and Walter, the floodgates would have been even 
slower to open to a more liberal interpretation of the 
uses and purposes of music in the worship of God. 
After Tufts' and Walter's tune books were published 
in the early decades of the century, there were no more 
American publications of music until the 1760's. To be 
sure, some English music found its way into New England, 
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but it proved to be both too scarce and too expensive for 
wide adoption. About 1761, however, much domestic 
publishing activity commenced, and the first of a flood 
of instruction-tune books began to appear on the market. 
Britton counted more than 130 separate American tune books 
in print before 1800, many of them going through as many 
as two dozen editions.19 The earliest books were mostly 
collections of English psalm-tunes and anthems, and their 
importance lies in the effect they had upon American 
musical culture, which soon began to take its own 
direction. 
IV. THE NATIVE CHURCH MUSIC IDIOM 1770-1800 
A revival of contrapuntal music in the churches of 
the Mother country had the effect of encouraging local 
English singing teachers to enliven their psalms and 
hymns by composing imitative "codas" at the ends of the 
existing tunes. These attempts were crude with respect 
to classical rules of harmony and counterpoint, but they 
were published in collections which began to find their 
19Allen P. Britton, "The Musical Idiom of Early 
American Tune Books, Journal£! the American Musicological 
Society, III:3 (Fall, 1950), P• !SO. 
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way into the Colonies by 1760.2° In Philadelphia in 1761, 
James Lyon published several of these English fuguing-
tunes in his compilation entitled Urania. Or, a choice 
Collection 2f Psalm Tunes, Anthems, ~Hymns, from the 
Most Approved Authors •••• 21 Josiah Flagg in Boston 
later republished some on them in 1764. 
In the same year, Daniel Bayley of Newburyport 
published A New and Complete Introduction ~ the Grounds 
and Rules of Music, a volume containing seven fuguing-
tunes of William Tans'ur which had originally appeared in 
1754 as Royal Melody Complete. In 1767 Bayley re-
published the whole of the Royal Melody, and it found 
immediate popularity with American singers and teachers. 
By this time, singing schools had been in operation 
for about forty years in many places, and their widespread 
influence and popularity must have produced a large group 
of people who were at least moderately skilled in singing 
by note. The new contrapuntal music from England must 
have intrigued and challenged them, and a great many 
singing schools began to explore their fresh musical 
delights. The singing masters began to enlarge the 
2°see Irving Lowens , "Origins o.f the American Fuging 
Tune," Journal of the American Musicological Society, VI: 1 
{Spring, 1953) ,pp:-1.;3-52. 
21Frank J. Metcalf, American Writers and Compilers of 
Sacred Music (New York: The Abingdon Press, ~5), pp. 32-Jt. 
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repertory by composing their own fuguing-tunes: thus 
there arose, between 1770 and lSOO, an: American school 
of composition that nearly succeeded in establishing a 
national idiom, complete in itself and distinct from the 
English models. 
Although William Billings was the most colorful 
and famous of the fuguing-tune composers, he was, 
according to Lowens, by no means the most prolific or the 
most characteristic of the American School.22 Other 
composers, not all of them from New England, were Daniel 
Read, Jacob French, Timothy Swan, J. Stone, E. West, 
Justin Morgan, Samuel Jenks, Supply Belcher, A. Maxim, 
Louis Edson, and Daniel Belknap. Still other American 
composers, such as Samuel Holyoke, Oliver Holden, Andrew 
Law, and Jacob Kimball, wrote in a more conventional 
fashion by adhering to the "plain" style of psalmody, 
and only infrequently venturing into the imitative 
contrapuntal style. 
The idiom of the American fuguing-tune is im-
portant and interesting, not only for its novelty and 
fresh approach to sacred music, but also for those aspects 
which aroused the massive opposition of the early 
22Lo •t wens, 21?.• £.L.• 
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nineteenth century musical literati. According to 
Britton, typical American fuguing-tunes exhibited several 
characteristics which made them something unique, only 
remotely resembling their English counterparts.23 
First, fuguing-tunes were closely allied to folk 
music in that they made substantial use of the natural 
minor scale, contained a great number of irregular 
phrases, and possessed a strong rhythmic drive. 
Second, the tunes were almost entirely contrapuntal 
in conception with little knowledge of or concern with 
conventional ideas of voice leading. This emphasis upon 
the linear aspects of the parts resulted in an almost 
complete disregard for academic rules of harmony. Parallel 
fifths, octaves, and unisons abounded; cadences tended to 
be adventitious and unprepared; contrapuntally derived, 
unprepared dissonances and cadence chords containing only 
roots and fifths were employed in great numbers. 
The composers nonetheless followed certain general 
guidelines, as described by one of them, Daniel Read, in 
a letter in 1793.24 He wrote that "discords," or seconds, 
fourths, and sevenths, were to be avoided between the bass 
23 Britton, 2£• £11• 
24rrving Lowens, "Daniel Read's World: The Letters 
of an Early American Composer," Notes IX (March, 1952), 
PP• 233-248. 
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and any upper part in the accented beats of a bar "when 
one of the parts is stationary and the other moves from 
a concord to a discord and is again immediately followed 
by a discord." He also cautioned against consecutive 
fifths and octaves, but added, "I do not pretend that my 
music is altogether exempt from such passages, but the 
above are some of my general rules ••• ·" 
Apparently each of these composers had his own 
individual set of "rules.rr Some considered the fourth a 
concord, and avoided only seconds and sevenths on strong 
beats--a practice which caused the nineteenth-century 
reformers to deprecate the lack of "dominant seventh 
chords and their inversions" in this music. Others had 
a fondness for consecutive perfect intervals to the point 
that they became a distinctive feature of the style, 
occurring so often that they can not be considered "errors." 
The formal organization of the American fuguing-
tune also differed from its English counterpart. The 
imitative passages in the English examples were found at 
the ends of the tunes where they could be conveniently 
omitted, if desired. The American variety usually 
commenced with a phrase in a note-for-note style and came 
to a full stop. '!'hen the parts entered one after the 
other in free imitation, and eventually the composition 
closed with another chordal section. All the phrases were 
i 
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1 
t 
44 
usually in the same key, as modulations were not part of 
the style. Seeger indicated that some sort of musica 
ficta may have been practiced: the seventh degree of 
the natural minor scale may have been raised in per-
formance when it ascended to the tonic.25 
Not only did the music itself depart from the 
English models; performance practices, too~ took on 
certain native characteristics.26 The music was usually 
composed in three or four parts as in England, with the 
tune, or "air" in the tenor. Bass and treble parts 
supported and imitated the tenor line. The fourth part, 
when present, was called the "countertenor." Written 
usually in alto clef, it was always sung by men in 
falsetto voice. Oftentimes the part would be omitted 
when there were no singers available who could negotiate 
it. A heavy, loud bass section was much admired. Thus 
a typical church choir would contain about twice as many 
basses as treble or tenor singers. 'l'he three or four men 
25charles Seeger, "The Contrapuntal Style in the 
Three-Voice Shape-Note Hymns," Musical Quarterly, Vol. 26 
(1940), pp. 483-493. 
26Allen M. Garrett, "Performance Practices in the 
music of William Billings," Journal of the American 
Musicological Society V:2 (Summer, 1~2~p. 147. 
45 
who could execute the countertenor part would be most 
often overwhelmed by the other parts when all were 
singing together. For this reason, this part was usually 
less interesting than the others, confining its movement 
within a relatively narrow range. In addition to singing 
the parts as they were written, it became the custom in 
America to double the tenor an octave higher by a few 
treble voices, in order to strengthen the melody and to 
add additional depth and color. The treble part, too, 
would often be doubled an octave lower by the tenors. 
This was frequently done because, for some unknown 
reason, the women were notoriously unreliable musicians, 
who often needed male assistance in matters of rhythmic 
precision and correct melodic intervals. 
As soon as the clergy and the deacons could be 
persuaded that it was not an instrument of the devil, the 
"bass viol'' made its appearance as a member of the church 
choir. These instruments were crude, home-made 
violoncellos that undoubtedly provided a much-needed 
stability to the bass line. Soon after, flutes, violins, 
ttclarionets, rt and bassoons were added to double the 
remaining parts. Expensive organs and pianos did not come 
into general use outside of the larger centers until far 
into the nineteenth century. 
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These eighteenth century performance practices are 
important to this study because they comprised a major 
hurdle which had to be overcome before the oratorios of 
Handel and Haydn could be performed to the tastes of the 
immigrant European musicians and the Europeanized 
American reformers. Some of the contemporary reports of 
the early years of the Handel and Haydn Society in 
Boston, for example, indicated that the Messiah was first 
sung in about the same manner as the native music had 
been performed. These accounts are more thoroughly 
analyzed in a later chapter of this study. 
The popularity of this native musical idiom and its 
initially enthusiastic acceptance into the churches from 
1770 to 1800 can be explained partly in terms of its role 
in the social order. Even though Massachusetts had long 
ceased to be a theocracy, life was still centered around 
the Established Church, especially in the rural areas 
where regular church attendance was still compulsory. 
The indirect restrictions against secular music had, in 
many cases, been loosened, but in the absence of instru-
ments, printed music, and adequate instruction, the 
serious cultivation of secular music was still at best a 
rather random and disorganized undertaking. The only 
source of art music for the majority of these people was 
the music of the church. The native contrapuntal idiom 
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became both the devotional and recreational music of the 
time. It fulfilled the religious function as well as 
providing the only abstract musical experience available. 
Billings expressed his musical philosophy in this 
manner: 
It ( !.·~·, the fuguing-tuneJ has more than 20 times 
the power of the old slow tunes; each part straining 
for mastery and victory. The audience entertained 
and delighted, their minds surpassingly agitated and 
extremely fluctuated, sometimes declaring for one 
part and sometimes for another. Now the solemn bass 
demands their attention; next the manly tenor, now 
the volatile treble. Now here, now there, now her~7 again. 0 ecstatisl Rush on, you sons of Harmony. 
Stated in more refined terms, this position would 
perhaps approach, in its essence, the musical philosophy 
of many an eighteenth-century classicist. 
Shortly before 1800 a reaction to this kind of 
musical philosophy developed. A new reform, directed 
largely by the clergy, sought to restore church music to 
its original devotional purposes. With the decree that 
liturgical music could no longer be entertaining, the 
musical culture of New England split into several facets. 
On one hand, church psalmody went its own direction and 
gradually became the kind of music contained in modern-
day Protestant hymnals. On the other hand, Americans in 
27william Billings, preface to The Continental 
Harmony (Boston: Thomas and Andrews, 1794). 
pursuit of more stimulating esthetic experiences dis-
covered the world of European music. The native fuguing-
tune composers either mended their ways, or else they 
retreated into remote areas far beyond the reach of the 
reform. Wherever European music came into contact with 
the native product, it was the latter that always 
suffered, because of its crudity, its inelegance, and its 
disregard for rrscientifick" rules of harmony. 
In order to effect this second reform of church 
music as quickly as possible, and at the same time 
introduce European music into a society which was largely 
ignorant of the musical culture of the Old World, the 
reformers organized and directed a large number of 
community musical societies throughout New England and 
the rest of the country. This movement began in the final 
decades of the eighteenth century and soon became an im-
portant and traditional part of the musical life of the 
nation. The remainder of this study is concerned then, 
not only with the formation and activities of the 
earlier musical societies in Massachusetts, but also with 
the sweeping changes that took place in all facets of its 
musical life. 
CHAPTER III 
TOWN AND COMMUNITY MUSICAL SOCIETIES TO 1820 
The foregoing chapter of this study pointed out 
that a primary stage in the development of a musical 
culture in Massachusetts was being reached by about the 
time this country achieved its independence. Singing 
schools were a normal winter-time activity of the young 
people, and newly-formed church choirs were busy studying 
and performing both indigenous and imported music. 
"Regular" singing had become generally accepted at least 
as a desirable goal, even though many communities were 
agonizingly slow in casting off all the old ways. 
The subject of this chapter is the second stage of 
this development: the formation of the earliest musical 
societies which were dedicated to raising the standards, 
both in the musical literature and in the manner of its 
performance. American sacred music had departed from the 
path that classical European music was taking, and the 
efforts of the musical societies in the early part of the 
nineteenth century were largely directed toward the 
Europeanization of the distinctive American musical 
culture that had developed in the last half of the 
eighteenth century. 
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I. SOME EARLY SOCIETIES BEFORE 1800 
Prior to the beginning of the nineteenth century, 
musical societies do not seem to have figured promi-
nently in the cultural and social life of the state. 
Part of the reason for this may be due to the scarcity of 
newspapers and other published documents of that time, 
and the fact that few original records have been 
preserved. Another reason may be that the Europeanization 
of America's music did not really get under way until 
after 1800. Community-wide organizations were apparently 
not required for the propagation of "regular" singing or 
for the wide dissemination of sacred music; all this was 
accomplished efficiently enough by the more informal 
singing schools and the church choirs. Surviving records 
of several societies in existence before 1800 were found, 
however, and these show a variety of purposes and 
practices. Both Boston and Stoughton had such organ-
izations, but because of their importance and their 
special aims, they have been treated in separate sections 
of this chapter. It is the purpose here to treat only of 
a few of the very earliest societies for which infor-
mation has been found, in order to present an orderly 
chronological approach and to demonstrate some of the 
beginning efforts in the area of community music. 
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Musical Societies ~ Newburyport. The earliest 
community musical organization on record during the last 
half of the eighteenth century was one reference found 
regarding a singing society in Newburyport in 1774. The 
Rev. Mr. Oliver Noble, pastor of a church in nearby 
Newbury, preached a sermon entitled Regular~ Skilful 
[sic] Music !a~ Worship 2f ~, Founded~ the Law£! 
Nature ~ introduced ~ h!! Worship, £I !!! ~ 
Institution, _u_n_d_e_r ~ ~ Jewish ~ Christian 
Dispensation.1 The work was published "at the Desire of 
the Musical Society in Newbury-Port/And a Number of 
Gentlemen and Ladies who heard it." That this society 
was not merely the choir of the church was explicitly 
stated in the dedication which was tendered 
to the Church and Congregation that usually worship 
in the North Meeting-House, Newbury-Port; and to the 
Musical Society in said town; and to the Singing Men 
and Singing Women, wherever this may come. 
That there should have been active musical organ-
izations in Newburyport at this early date is not 
surprising; Daniel Bayley, a local church organist and 
printer, was an early pioneer in the field of music 
publishing. From his presses came the first New England 
lBoston: Mills and Hicks, for Daniel Bayley, 1774. 
See Plate I for the title page to this document. 
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reprints of English fuguing-music which sparked the 
native school of composition in the 1760's. 
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The content of Noble's sermon belongs more 
properly to an era earlier than that encompassed by this 
study: native American music was not as yet widespread 
nor sufficiently assimilated to have become a controversial 
issue. Church choirs were in their infancy, and the 
performance of other than simple congregational music was 
not yet a general practice. Harking back to the tracts of 
Symmes and Walter of fifty years previous, Noble made a 
plea for the learning of singing according to accepted 
skills and rules--in other words, "regular" singing. He 
made no comments regarding the choice of literature, but 
was of the opinion that the town was rich enough to 
support a singing-school so that these skills and rules 
could be more widely disseminated. He also lamented that 
"we scarcely hear a female voice in the public worship of 
praise ••• ," and urged everyone, regardless of sex or 
status, to learn to sing, for, as he expressed it, 
"Sacred music is a barrier to keep Satan out of the 
soul." The sermon devoted much time to a tedious theo-
logical, philosophical, and historical justification for 
regular and skillful singing, again recalling the argu-
ments of an earlier time. 
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Evidently even by 1774 "regular" singing was by 
no means universal. Even Massachusetts' third largest 
town needed to improve its sacred music, and the Musical 
Society was very likely formed for that purpose. This 
was the only reference found concerning such an organ-
ization during this decade; possibly others also existed 
in other places. 
The only other reference to a singing society in 
Newburyport before 1$00 was located in the fifth edition 
of the Worcester Collection, published in 1794 by Isaiah 
Thomas of Boston. This edition contained an anthem by 
Hans Gram, who dedicated it to the "Singing Societies of 
Newbury-Port." According to the contemporary use of the 
term, these societies could well have been the several 
church choirs of the town. The anthem itself is rather 
complex and extended; scored for two trebles, counter-
tenor, two tenors, and bass, it consists of several 
distinct sections, all varying greatly in style and 
character. Antiphonal effects between the two trebles 
and the two tenors are employed throughout. Little use 
is made of the counter-tenor part, and the bass part seems 
to form a continuous background and accompaniment for the 
antiphonal passages. No separate accompaniment line was 
printed; instruments were expected to double the voice 
parts.2 The complexity and scope of this anthem would 
seem to indicate that the musical standards of the town 
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had improved to a considerable degree in the twenty years 
since Noble's address. 
In comparison with other communities of the time, 
Newburyport must have been relatively well supplied with 
instrumentalists, for Currier reported that in 1798 an 
Instrumental Music Association held meetings and played 
impromptu concerts from various belfries and cupolas 
around town.3 This Turmmusikverein consisted of six 
violins, four flutes, one clarinet, and one bass viol. 
These societies may very well have been active 
and influential during these years, but their activities 
evidently escaped press notice or posthumous recognition. 
The rather extensive historical collections of the 
Newburyport Public Library and the incomplete files of 
the Newburyport weekly papers disclosed no further infor-
mation. The library does have in its possession the 
original records of the Newburyport Union Singing Society 
which existed from 1802 at least until its records ceased 
2An extended analysis of this anthem was made by 
Ralph T. Daniel, "The Anthem in New England before 1800." 
(Unpublished Ph.D. Dissertation, Harvard University, 
1955), p. 162 ff. 
3John J. Currier, A History of NewburySort, 
Massachusetts, 1761-1909 TNewburypoFt: PUb!is ed for the 
Author, 1909}, p. 8o. 
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in 1812.4 In spite of its name, the group proved to be 
the choir and instrumentalists of the Union Church. A 
, 
resume of these records, while providing an interesting 
first-hand account of the trials and tribulations of an 
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early choir, has no place in this study, since the group 
obviously confined its activities only to providing the 
music for the church services. No community musical 
societies seem to have developed in Newburyport before the 
second half of the nineteenth century, although various 
accounts indicated that music in the churches was 
assiduously cultivated throughout the period. Perhaps its 
proximity to Salem, Mass., and to Portsmouth, N. H., both 
of which were larger towns, and its decline as an important 
commercial center in the nineteenth century, were contribu-
ting factors. 
! Singing ~ 2f Harvard College. A treasurer's 
ledger in the Harvard Archives contains receipts, expendi-
tures, and other records for a singing society which 
existed at Harvard from 1786 for about eighteen years.5 
4The Public Library of Newburyport also holds a 
valuable collection of eighteenth-century tune-books, among 
which are most of Daniel Bayley's publications dating from 
1761. 
5Bulletin No. ~ of the Harvard Musical Association 
(March, 1954) • -
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The Club owned several tune books, including all three 
volumes of the eclectic Worcester Collection, fourth 
edition, and one of Oliver Holden's compilations. It 
also owned a bass viol, for which two pounds was paid, 
and which occasionally required new strings and other re-
pairs. 
The Society also offered public endorsement of 
Samuel Holyoke's Harmonia Americana in an advertisement 
published in the Massachusetts 2El on June 25, 1789. 
This notice is one of the first indications on record 
that not everyone was satisfied with the prevailing 
standard of church music: the Harvard students hailed 
Holyoke's work because 
we think the Musick far more expressive of the 
sentiment it attempts than any American Composition 
now extant •••• we think it may be a means for 
reforming the present taste for musick. 
Although the first edition of Holyoke's collection 
was not published until 1791, according to Metcalf, it 
was one of the earliest that eschewed the indigenous 
fuguing-tune.6 The preface stated that such compositions 
were not to be found in its pages because of their 
"trifling nature" and the "jargon of words" they tend to 
6Frank J. Metcalf, American Writers and Compilers 
Gf Sacred Music (New York: The Abingdon Press, 1925), 
p. n5. 
produce in performance.? 
If the student Singing Club's general orientation 
in all its activities coincided with the ideas expressed 
in the two citations above, then it must have exerted an 
influence entirely out of proportion to its few surviving 
traces. In any case, the young ministers-in-training at 
Harvard must have gotten their anti-American musical bias 
from somewhere, because soon after 1800, Harvard-educated 
clerics and professional men all over New England began 
to preach violent diatribes against the music of the 
Billings school of sacred composition. That these men 
could muster convincing, knowledgeable, and literate 
arguments against the indigenous music suggests that 
they had acquired more than a casual technical knowledge 
of music during their college days even though music was 
not a part of the formal curriculum. Someone at Harvard 
may well have been the fountainhead of the intellectual 
aspect of the reform movement. If it was not the leader 
or leaders of the Singing Club, then it may have been the 
leaders of the semi-official Harvard Choir which provided 
music for the worship services on the campus. Unfortu-
nately, far too little is presently known about these 
?samuel Holyoke, Harmonia Americana (Boston: 
Thomas and Andrews, 1791T. 
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groups, and the industrious musical historians of 
Harvard have been able to uncover only very little infor-
mation from this era. 
Buechner, in his analysis of the early musical 
activities at Harvard, came to the same conclusion: 
these choirs and singing societies, said he, 
• • • were instrumental in training and sending back 
to the communities from which they came, men who 
organized singing schools and musical societies that 
played an important role in the history of American 
church music. 
The societies which these college-trained men 
founded were largely responsible for the profound 
chang3s in the public taste during the years 1800-
1825. 
Other Societies. The Boston Public Library has in 
its possession a slim volume entitled ! Second Collection 
2£ Glees, Rounds, and Canons £2£ ~' l, ~' 2, ~~Voices. 
Composed (compiled?]~ members 2f ~Harmonic Society 2f 
Cambridge. Charles Hague was the editor, and the book is 
dated 1795. The nature of the music indicates that this 
"Harmonic Society" undoubtedly cultivated secular music. 
The proximity of Cambridge to Boston, with its theaters 
and more cosmopolitan concert life, probably accounted for 
8Alan Clark Buechner, "Yankee Singing Schools and 
the Golden Age of Choral Singing in New England 1760-1800" 
(Unpublished Ed.D. dissertation, Harvard University, 1960), 
p. 305. Quoted with permission of the author. 
an interest in the popular English music of the day. 
No further reference to this society was located. 
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A single sheet of handwritten manuscript entitled 
The Constitution 2! the Harmonic Society 2f Ashburnham 
was located among the Abraham Lowe Papers in the 
Massachusetts Historical Society. The document was dated 
January 19, 1789, and stated that 
the subscribers, inhabitants of the town of 
Ashburnham, being desirous of making Proficiency in 
the science and practice of Music, do, for that 
purpose, Voluntarily form ourselves into a society, 
by the name of Harmonic Society •••• 
The remainder of the manuscript consists only of 
rules for the selection of officers, a statement that 
meetings would be held every Monday from 6 to 9 ~of the 
clock," and various regulations regarding assessments, 
deportment, and attendance. The signatures of ten people--
all men--were appended at the bottom of the page. 
This isolated and probably unimportant reference 
was included here only to show that musical societies were 
undoubtedly far more prevalent in Massachusetts before 
1800 than the widely scattered surviving evidence would 
lead a researcher to suspect. That these men, who lived 
in a tiny hamlet in the northern reaches of Worcester 
County, felt the need for such an organization at this 
early time, raises the possibility that many other such 
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organizations may also have existed, only to be completely 
forgotten with the passing years. 
II. MUSICAL SOCIETIES IN BOSTON TO 1$15 
Boston's early musical life has been thoroughly 
described by Oscar Sonneck, whose study, Early Concert 
Life in America, presented a distillation of newspaper 
accounts to 1800,9 and by H. Earle Johnson, whose 
Musical Interludes ~ Boston continued the same practice 
from 1800 to 1830.10 Both of these volumes are indis-
pensible aids to any student of musical Americana, and 
the work of their authors who laboriously studied every 
issue of the astonishingly large assortment of Boston 
periodicals can not be underestimated. 
The account which follows, then, was not 
primarily based upon original sources; nor did it attempt 
to present a complete picture of Boston's total musical 
life in the period under study. Rather, it attempted to 
present brief descriptions of the musical societies and 
their work, in order to evaluate the influences of these 
organizations upon the subsequent musical developments of 
both the community and the Commonwealth. Both Sonneck 
9Leipzig: Breitkopf and Hartel, 1907, pp. 250 ff. 
1°New York: Columbia University Press, 1943. 
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and Johnson had much to say about Boston's musical 
societies, although they tended to underrate and dismiss 
those whose principal activities lay in the area of 
church psalmody, and thereby gave only sketchy accounts 
in some instances. In these cases, and where it was felt 
that additional primary research would be of value to this 
study, the relevant periodicals and records were re-
examined with this end in mind. 
Musical Societies before 1800. With a population 
of about 25,000 inhabitants in 1800, Boston was easily 
the largest and most cosmopolitan town in New England. 
Nevertheless, she did not develop an active musical 
establishment until the second decade of the nineteenth 
century when the Philharmonic and the Handel and Haydn 
Societies were formed. Earlier, the church choirs seemed 
to be sufficient unto themselves, not needing or wanting 
an organization outside the churches. The secular 
concert life tended to be of a somewhat sporadic charac-
ter, uneasily existing under the still-disapproving eye 
of New England Puritanism. 
The Massachusetts Anti-Theater Law of 1750 had the 
effect of stifling the development of all professional 
music throughout the Commonwealth, both sacred and 
secular. Professional singers and instrumentalists could 
only subsist, in those days, in connection with a 
theater of some kind; thus the few good musicians in 
America tended to shun Boston in favor of the more 
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congenial atmosphere of Philadelphia or Charleston. 
Even the smaller city of Portsmouth, New Hampshire, was 
reported by Pichierri as having enjoyed a more 
glittering life in the secular arts than Boston.11 
The "Gentlemen Amateurs" of Boston, however, 
managed on occasion to form an ensemble of sufficient 
competence to perform a "Periodical Sinfonia" of Pleyel, 
Pergolesi, or Stamitz, or a "Favourite Overture" of 
Johann Christian Bach or G. F. Handel. Popular English 
songs, catches, and glees would be heard at times, and 
occasional "Moral Lectures" would be announced in the 
press-thinly disguised evenings of theatrical enter-
tainments, including readings, imitations, music, and 
scenes from operas or plays.12 
Probably for the appeasement of the do-gooding 
Puritan conscience, many concerts were benefit per-
formances, either for the poor of the town, for a 
11Louis Pichierri, Music in New Ham1shire 1623-1$00 
(New York: Columbia University Pres~l96o , pp. 54-137. 
l2sonneck, 2E• £!!., pp. 250-270. 
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struggling musician, or for someone like Mr. Barron, 
one of the unhappy men who were cast away on Grand 
Manan, by which accident he had the misfortune to 
freeze to such a degree as to be under the necessity 
of having them cut off which has rendered him unable 
to support himself (sic J . .1.3 
Sonneck was of the opinion that a sort of musical 
society existed from 1761 to 1775 in connection with a 
series of subscription concerts which seemed to have no 
identifiable sponsor or beneficiary.14 These concerts 
consisted of "Vocal! and instrumental Musick of the most 
eminent Authors," and included selections from the 
popular English and Italian operas with an occasional 
sacred song or chorus sandwiched in among the operatic 
selections. This supposition, however, was pure specu-
lation on Sonneck's part, and no definite reference to 
such a society has been found. 
There was one single reference to an Aretinian 
Society which assisted at a concert for the benefit of 
the "Poor in the Boston Alms-Houserr in October, 1782. 
The music consisted of "sacred music being a collection 
from Williams, Stephenson, Billings, and others •••• nl5 
13sonneck, !E• ~., p. 288. 
14Ibid., pp. 258-259. 
15Ibid., pp. 287-288. 
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Since the performance took place in Trinity Church, it 
is possible that the Aretinian Society was the church 
choir of that establishment, which adopted the name of 
the medieval pedagogue for this--and perhaps other--
occasions. The music represented a typical mixture of 
the English and American fuguing-music that was popular 
before 1800. 
The first recorded effort to organize a formal 
musical society of more than passing interest did not 
occur until 1786, at the height of William Selby's 
Boston career.l6 Selby was an English musician who had 
come to this country in 1771 to assume the organ bench 
at King's Chapel, one of Boston's few Anglican congre-
gations. His name was mentioned in the newspapers and 
in other records during the 1770's in connection with 
church affairs and benefit concerts, but it was not until 
1782 that his talents as impresario, composer, and 
conductor began to dominate Boston's concert life. 
Sonneck stated that Selby can lay claim to be 
called n • •• an indirect founder of the Handel and Haydn 
l6An account of Selby's life in America is found 
in Sonneck, ~· cit., pp. 270-285. Some of his music has 
been reprintea in-in anthology edited by w. T. Marocco 
and Harold Gleason, Music in America (New York: 
W. W. Norton Co • , 1964 ) • -
Society," by virtue of the fact that he instituted the 
first important public concerts of sacred music in 
Boston.l7 
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Selby's first rrMusica Spiritualis, or Sacred 
Music," took place in King's Chapel {temporarily called 
rrStone Chapel" during and immediately following the 
Revolution) on April 31, 1782,after a postponement from 
April 23. Sonneck did not have access to the program for 
this historic occasion, but a copy of the booklet was 
located in the American Antiquarian Society in Worcester, 
Mass. Reproduced here in Plate II, it disclosed the 
premature beginnings of a tradition, traces of which can 
even now be discerned in the programs of New England 
choral societies. The selection of music showed Selby's 
English origins and his abiding love for Handel's 
oratorios, and for the works of other contemporary English 
composers. It also showed that the singers were unable or 
unwilling to perform Handel's choruses, since the only 
anthems on the program were by Selby and Billings. The 
music of William Billings was approaching, at this time, 
the zenith of its popularity in New England; nevertheless, 
the appearance of one of his works on an otherwise English 
program seems to strike a slightly incongruous note. 
17sonneck, 2E· ~., p. 274. 
,, 
' 
Plate II. Program, Musica 
King's Chapel, Boston. April 2), 
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The next such performance did not take place, 
according to Sonneck, until early in 1786, when Selby and 
a Musical Society presented a combined sacred concert and 
church service for the benefit of the town's prisoners. 
Although the program as printed in the newspapers was 
extremely long, and must have severely taxed both the 
spiritual and esthetic capabilities of the auditors, it 
is worth reproducing here as the first public effort of 
the new society: 
We hear that the Musical Society in this town 
agreed, on the 20th of last month, to perform a 
Concert of sacred musick, both vocal and instru-
mental, at the Chapel-Church, on Tuesday, the lOth 
day of this present month of January, for the 
benefit and relief of the poor prisoners confined in 
the jail in this town, and that the Musick, and 
Morning Service of the Church, are then to be 
performed as follows, viz. 
As soon as the Church doors are shut, precisely 
at 11 o'clock in the forenoon of that day, 
I. That the Overture in the Sacred Oratorio, 
called the Occasional Oratorio, composed by the late 
celebrated Mr. Handel, be performed by all the 
musical, instrumental band. 
II. That the first, famous and justly celebrated 
Recitative, in the Oratorio of the Messiah, composed 
by the Inspired Handel, be sung, accompan1.ed by the 
first and second violin, the tenor and bass instru-
ments. The words, "Comfort ye, Comfort ye my 
people. • • • " 
III. That the first Song in the same most sacred 
Oratorio, to be sung, accompanied by the proper 
instruments. The words, "Every Valley shall be 
exalted. • • • " 
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IV. The Morning Service of the Church is then to 
begin; and after the Lord's Prayer, and the four 
versicles following, then.the Doxology ••• as set 
to musick by Mr. Selby, is to be performed by all the 
voices, accompanied by the Organ only. 
V. That the Anthem from the 95th Psalm, in the 
usual Morning Service of the Church, "0 come let us 
sing unto the Lord, &c.n be sung or said. 
VI. That the 41st, ll2th, and 146th be read as 
proper Psalms for the day; after each of which, the 
same Doxology, as set to Musick by Mr. Selby, be 
performed by all the voices, accompanied by the Organ 
and all the instruments. 
VII. That the 4th Concerto of Amizon, Musica de 
Capella, opa. 7ma be performed by the Organ and ali 
the instruments, as and for the Voluntary. 
VIII. That the first lesson for the day. • • be 
read. IX. Then that the Te ~· •• be Chanted. 
X. Then that the second lesson for the day ••• 
be read. 
XI. Then the Jubilate Deo ••• is to be sung, as 
and for an Anthem, by all the voices, accompanied by 
all the instruments. 
XII. Then the Apostle's Creed will be read. 
XIII. Immediately after that Creed, the Song from 
the Oratorio of the Messiah, "The Trumpet shall sound, 
and the Dead shall be raised, &c.n is to be sung, 
accompanied by the trumpet, &c. 
XIV. Then the Versicles ••• are to be read. And 
after the same, 
XV. The Song from the Oratorio of Sampson is to 
be sung. --The words--
WLet the bright Cherubims, in Burning Row •• •" 
XVI. Then the second and third Collects ••• be 
read. 
XVII. Then the second Organ Concerto of Mr. 
Handel is to be performed. 
lYIII. Then the General Thanksgiving and the 
concluding Prayers are to be read. 
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XIX. Mr. Selby will then play a Solo, Piano, 
on the Organ; during which the sentences in the 
Offertory will be read, the Boxes at the same time 
being carried about to receive the Contributions and 
Donations of the charitable and humane. 
XX. Then ~The Prayer for the whole state of 
Christ's Church militant here on earth" is to be 
read •••• 
XXI. Lastly, the musical Band will perform a 
favourite overture by Mr. ( J. C. ? .]Bach. 
N. B. Tickets for this Charity, at three shillings 
each, as we are informed, I~ll be offered for sale 
in every part of the town. 
Selby and his colleagues must have been able to 
enlist most of the social, political, and musical 
resources of the town, because Sonneck commented that 
"such a liturgical-musical festival like this cannot very 
well have been carried out in primitive musical sur-
roundings," and that "this particular 'Musica Spiritualis' 
far surpassed what Americans were used to."l9 All this 
emphasizes the fact that the Musical Society and its 
18 The Massachusetts Gazette, Jan. 2, 17e6, quoted 
in Henry ~Brooks, Olaen Time Music (Boston: Ticknor and 
co., 1ese), PP· 90-94. 
19sonneck, 2E• £!l., p. 276. 
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mentor were introducing Boston to a new world of sacred 
music, even though their efforts were not continued in 
later years. A review of the performance published, of 
all places, in the Pennsylvania Herald on January 28, 
1786, under the heading "Boston, January 12," made the 
following comments: 
On Tuesday last was performed at the chapel in 
this town, a concert of vocal and instrumental music, 
for the benefit of the unfortunate and distressed 
prisoners now lying in the jail of this county •••• 
The whole was conducted with the greatest order and 
decorum, saving a theatrical clap at the conclusion, 
which can only be imputed to the pitch of the en-
thusiasm to which the excellent overture of Mr. Bach 
wound up the enraptured auditors. 
The vocal and instrumental parts were executed 
in a manner that reflects the highest honour on the 
musical abilities of the gentlemen who composed the 
band. The church was thronged with all classes of 
people, and we were particularly happy in seeing so 
many of the softer sex present on the occasion. • • • 
A correspondent remarks that the doxology composed 
by Mr. Selby, gave great satisfaction ••• and was 
only excelled by his anthem, in which he has not 
disgraced the inspired, royal author of the lOOth 
Psalm. 
Mr. Selby's execution on the organ appeared 
masterly throughout the whole performance, but more 
particularly so in the second Organ Concerto of Handel. 
The first recitative and the first song in the 
Messiah were sung as to have done no discredit to any 
capital singer at the theatre in Covent Garden; but 
the song of "Let the bright cherubims in burning row, 
etc." in the opinion of several who had heard the 
oratorio of Sampson at Covent Gardenhouse, was sung, 
at least as well ••• by our townsman, as they had 
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ever before heard.20 
That the society did not restrict its activities 
to sacred music was shown in a newspaper advertisement 
of April 24, 1786: 
CONCERT-HALL 
On Thursday next, 27th April, will be a CONCERT 
of VOCAL and INSTRUMENTAL MUSICK. --Among other 
select pieces and songs, will be performed, An Ode 
in honour of General Washington, composed by~r:-­
irlliam SeiDy. --LikeWise, the favourite catch of 
"Hark the bonny Christ Church Bells." 
• • • • • • • • • • • • • • • • • • • • • • • • • 
N. B. The above mentioned Concert is to be 
performed in consequency of a Resolve of the Musical 
Society: and the monies arising from the sale of 
the tickets to be presented to Mr. Selb21for his singular services rendered the Society. 
The success of the 1786 "Spiritual Concert" 
prompted another similar undertaking on January 16, 1787, 
"for the benefit of those who have known better days." 
The musical part of the exercises was interspersed, as 
before, among the Anglican Morning Prayer service. 
Instrumental selections included "The 20th periodical 
overture, 1! Buona Figiuola, composed by Piccini, 
a "Violin Concerto ••• performed as and for the 
20quoted in Sonneck, 2E• cit., p. 277. 
21The Massachusetts Gazette, quoted in Brooks, 
2.£. cit • '--p: 89 • 
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voluntary," an "Organ Concerto to be performed by 
Mr. William Selby," and to conclude the service, "a 
favourite Overture, composed by Carlo Ditter [ sdorf ]. " 
Vocal selections included miscellaneous airs, recitatives, 
and choruses from Handel's Messiah and Samson, a solo 
from Felsted's Jonah, and an anthem by Selby. The 
Musical Society had evidently become able to perform 
Handel's choral music, to the delight of the reviewer 
in the Boston Gazette: 
The prayers of the church were most agreeably 
intermixed with the musical performances, and 
alternately relieved the gentlemen of the Musical 
Society and the auditory •••• 
The Jubilate Deo, or c. Psalm, set to musick by 
Mr. Selby, gave universal satisfaction, the choruses 
in which are worthy of admiratiom. The Song from the 
Oratorio of Jonah, sung by Mr. Deverell, was 
beautifully affecting but Handel! Handel! Randell 
The Song from his oratorio of Samson "Let the bright 
Cherubim, etc.n sung by our townsman, .Mr. Rea, could 
not be excelled by anything but the Hallelujah Chorus 
in the Messiah, in which there appears perfect il-
lumination. • • the surprise and astonishment of the 
audience, at the performance of this divine Chorus, 
cannot well be described, especially at those parts 
where the drums so unexpectedly thundered in and 
joined in the glorious Hallelujahs to the "King of 
Kings and Lord of Lords, etc." Great delicacy was 
shewn in directing this vast effort of genius ••• 
and this we are told we owe to Mr. Selby. In the 
organ concerto this gentleman shewed great delicacy 
and execution. • • • The last overture, composed by 
Ditter, was forcibly and well executed. The horns 
81 
produced in this an excellent effect.22 
Thanks to William Selby, Boston's long infatuation 
with Handel had begun. The effect of a performance like 
this upon an audience of today is difficult to imagine; 
there were evidently no female singers in Selby's choir, 
and in the apparent absence of a boy's choir, the soprano 
and alto parts must have been negotiated by the men, either 
in falsetto voice, or an octave lower than written. Mr. 
Rea's voice was described as being a counter-tenor, and 
other men of the society doubtless cultivated the higher 
ranges of the male voice. It was not until the second and 
third decades of the next century that significant numbers 
of women began to participate in public concerts, making 
possible a more equitable distribution of the parts 
according to the corresponding voice ranges. 
According to Sonneck's research, the Musical 
Society's chief continuing activity was the organization 
and presentation of a series of subscription concerts, 
five or six per season, from 1786 through the winter of 
1788-89. He cited several newspaper notices of such 
22Boston Gazette, Jan. 22, 1787, quoted in 
Sonneck, 2£• ~., p. 279. 
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concerts, the offering of subscriptions for sale, and 
the like. Public benefit concerts for Selby himself were 
announced for September 10, 17S7, and for January 24, 
17SS, both performances of which were supported by the 
Musical Society.23 
Some of the reasons for the demise of this organ-
ization in the fall of 17S9 were found in a press 
announcement advising the subscribers that the payment of 
their subscriptions was absolutely necessary to the 
continuance of the concert series. In any case, Sonneck 
reported no further mention of the Musical Society, 
although Selby continued, with diminishing activity, to 
figure in concerts and church activities until his death 
in 179S. 
This Musical Society was evidently composed of a 
group of gentlemen who enjoyed singing and organizing 
concerts. Even though certain aspects of the group's 
activities helped to establish the subsequent tradition 
of choral societies in New England, most of their 
activities seemed to be centered around the series of 
subscription concerts; the public "Spiritual Concerts" 
were extraordinary and infrequent events. There is no 
23Ibid., pp. 2S0-2Sl. 
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record that the Society was interested in "improvement 
in Sacred Music" as such, as were most of the later 
societies, although the musical standards of the group 
were undoubtedly the highest known to Boston up to that 
time. Nor did they seem concerned about enriching their 
treasury with the proceeds of their ticket sales; the 
money always went to some charity, or was used to defray 
expenses. 
All this evidence points to the idea that these 
men were probably somewhat more cosmopolitan and worldly 
than the average New England Puritan. Very likely many 
of them were well-to-do English business or professional 
men, or came, perhaps, from another part of the country. 
They had acquired a taste and skill for the polite arts 
and had banded together to set about satisfying these 
tastes in the somewhat austere atmosphere of Boston. 
In Selby, an Anglican musician from London, they found 
a professional mentor who himself was eager to es-
tablish a high order of musical culture in the town, and 
who desired to expose its citizens to the music of his 
beloved Handel. 
Additional musical societies may have existed in 
Boston during 1787, because a notice in the Massachusetts 
Centinel for September 22, 1787, announced a concert for 
the benefit of the meeting house in Hollis Street destroyed 
l 
l 
l 
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by fire, "• •• agreeably to the good intentions of the 
Musical Societies in this town who have projected this 
concert.'' This announcement, however, could just as 
well have referred to the "Church choirs in this town,rr 
since the two terms were often used interchangeably. 
About the time that the Musical Society ceased to 
figure in Boston's musical events, a concert in the 
Stone Chapel was scheduled for October 21, 1789. The 
proceeds of this performance, which was organized by 
Selby, was to have assisted in"· •• finishing the 
Colonnade or Portico of said Chapel, agreeably to the 
original design.rr24 The concert was postponed "for a 
few days'' until October 27, so that it could be heard 
by General Washington, who was to visit Boston at that 
time. The full program, printed in the Boston Gazette 
on October 27, read as follows: 
For Publick Ornament 
THIS DAY, 
The Oratorio, or Concert of Sacred Music, which 
was to have been on Wednesday last, will be performed 
at the Stone Chapel in Boston, in presence of the 
PRESIDENT of the United States. 
24Brooks, ~· ~., p. 941 
First Part. 
1. A congratulatory Ode to the PRESIDENT. 
2. The favourite Air in the Messiah (composed by 
the celebrated Handel), "comfort ye my People." 
by Mr. Rea. 
3. Organ Concerto--by Mr. Selby. 
4. The favourite Air in the Oratorio of Samson 
(composed by the celebrated Handel) "Let the 
bright Seraphim,"--by Mr. Rea. 
5. Anthem from lOOth Psalm, composed by Mr. Selby. 
Part the Second. 
THE ORATORIO OF JONAH 
complete--The Solos by Messrs. Rea, Fay, Brewer, and 
Dr. Rogerson. The Chorusses by the Independent 
Musical Society: The Instrumental parts by a Society 
of Gentlemen, with the Band of his Most Christian 
Majesty's Fleet. 
The Music to pegin precisely at XI o'clock in the 
forenoon. • • • 
The importance of this program was stated by 
Sonneck as "probably the first time in Boston's musical 
history that a musical society ventured on the rendition 
of a complete oratorio."25 The work was by the obscure 
English composer, Samuel Felsted; the popularity of his 
music in America was short-lived, this being the last 
mention of his name or his music in connection with such 
concerts. 
25sonneck, 2£• £!!., p. 284. 
The performance was bedeviled by misfortune: 
the Massachusetts Centinel of October 28 recounted 
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Washington's previous day in Boston, and stated that 
(after a dinner in Faneuil Hall] the President 
honoured the Stone-Chapel with his presence to hear 
the Concert of Sacred Musick; but on account of the 
indisposition of several of the first performers, 
the Musick was postponed until Wednesday next. 
Several pieces were however given which merited and 
received applause. 
The concert was not finally given in its entirety until 
December 2. 
Washington's October visit to Boston was an event 
extraordinary; the entire citizenry outdid itself in 
showing him its love and esteem. Boston had been a 
center of loyalist activity during the early stages of 
the War for Independence, and now, after freedom had 
been achieved, the people were anxious to show their 
loyalty to their first President. On Saturday, October 
24, 1789, the day of Washington's arrival in Boston, a 
grand procession took place: the President was escorted 
to the Statehouse with bands, dignitaries, and repre-
sentatives of every trade and profession in town from 
coopers to candle-stick makers. As soon as washington 
entered a colonnade erected for the occasion, a "select 
Choir of Singersn burst forth with an "Ode to Columbia's 
Favourite Son, n which ran: 
Great Washington the Hero's come; 
Each heart exulting hears .the sound, 
Thousands to their Deliverer throng, 
And shout him welcome all around. 
Now in full chorus join the song, 
And shout aloud great Washington% 
After seven stanzas of this, the procession proceeded 
into Courtstreet, where the company was dismissed.26 
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The identity of this choir is not clear: Sonneck 
maintained that Mr. Rea was at its head and did not 
hazard a guess as to its further identity.27 Brown, 
however, stated that it was the Independent Musical 
Society, conducted by Oliver Holden from nearby 
Charlestown.28 An examination of the accounts in both 
the Massachusetts Centinel and in the Boston Gazette for 
these dates failed to settle the matter. Holden's name 
was not cited anywhere in connection with the Independent 
Musical Society, although the music of the "0den was 
ascribed to him in several sources.29 
26sonneck, 2E• £!1., p. 283. 
27Ibid. 
-
2SAbram English Brown, "Oliver Holden1 the Composer 
of Coronation," ~ E~land Magazine, XVI (lts97), 
PP• 708-719. 
29Ibid.; Metcalf, 2£• cit., p. 133; Lemuel w. 
Standish 1eQJ, The Historl of~e Old Stou~hton Musical 
Society (Stoughton, Mass. :-puorrsnea forhe Society, 1929, 
p. 87. The Stoughton Musical Society sang this Ode at the 
Chicago Exposition, 1893. 
1 
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Unfortunately, this occasion provided the only 
reference to the Independent Musical Society, and in 
Sonneck's words, 
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After this concert, no musical society is 
mentioned by name in connection with further 
concerts, choral or instrumental, for about ten 
years, though occasionally references to several 
musical societies may be found in the papers. 
Therefore undoubtedly such existed in Boston during 
the last decade of the eighteenth century, but it 
seems that they, for some r~ason, no longer played 
a prominent part in public.j 
Several reasons can be given for this hiatus. 
First, William Selby gradually withdrew from the 
strenuous business of organizing and performing the 
marathon concerts that comprised the bulk of Boston's 
public musical life in the 1780•s, and there was 
evidently no leader to take his place. Second, the 
effects of the War of Independence and the effort of 
establishing a new nation took their toll upon the 
economy of New England: money was scarce, shipping was 
falling off, and the industrial expansion which was to 
succor the region during the nineteenth century had not 
yet begun. The third reason was stated earlier in this 
chapter: church choirs and singing schools in Boston 
were busy studying and performing the music of the native 
30sonneck, .21!• £.!!., p. 285. 
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American composers, which reached the height of its 
popularity during these years. The promotion and per-
formance of this music did not require large community 
organizations; small groups could do it full justice. 
Fourth, Massachusetts finally repealed the antediluvian 
Anti-Theater Law in 1793, and the dilettanti of Boston 
embarked upon a theatrical infatuation that occupied 
their full attention for quite a few years. 
The influx of theatrical companies and the es-
tablishment of a permanent theater on Federal Street, 
complete with actors, singers, and an orchestra, had a 
decided effect upon Boston's concert life, which in 
later years at least was ultimately very beneficial. 
New names began to appear on programs; Italian, French, 
English, and German artists began to parade their 
musical wares before the public in benefit and sub-
scription concerts; musicians from the theater orchestra 
assisted in these affairs; and contemporary theater 
music became a regular part of the public's musical diet. 
As Boston recovered from the effects of the war 
and began to assume an important role in the culture 
and commerce of a new independent nation, only two more 
references to musical societies were recorded before 
1800: an "ingenious band" which went by the name, nThe 
Society of the Sons of Apollo," performed a benefit 
concert in January, 1795, which included among miscel-
laneous instrumental selections and songs, a symphony 
of Haydn, not otherwise identified.31 This is notable 
only in that it demonstrated the recent appearance of 
Haydn's music on Boston programs; the first occasion 
was at a similar benefit concert in 1792. The other 
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society mentioned was a ~hilharmonic Society, the 
members of which were notified to meet on April 6, 
1799.32 It is hardly likely that this organization was 
the same Philharmonic that was active from lSlO, since 
no further mention of it was found during the first 
decade of the nineteenth century. 
The Transition Years: 1795-1815. The years 
- -
around the turn of the new century saw the arrival of 
several European musicians in Boston who were to raise 
that city's musical standards to a level second to none 
in the country. Singer-actor Francis Mallet settled in 
~oston in 1793 upon the re-establishment of the theater. 
If the concert advertisements can be believed, he was 
the proud parent of two exceptionally talented child 
prodigies. A Frenchman, Mallet is believed to have 
31Ibid.,' p. 
32 Ibid., p. 
I 
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been one of the members of LaFayette's retinue who 
remained in this country after the Revolution. Another 
industrious family, the Dutch Von Hagens--father, mother, 
and son--held sway over Boston's musical life for a few 
years after 1796, in varied roles as vocal and instru-
mental performers and teachers, publishers of music, and 
indefatigable concert impresarios. Denmark was 
represented by organist-composer Hans Gram, who played 
at the Brattle Street Church in the 1790's, and who 
exerted an important influence upon several American 
composers. 
Gottlieb Graupner, a German oboist and double-
bassist, came to town in 1797, bringing with him a 
personal knowledge of Haydn and his music. His wife, 
Catherine Hillyer Graupner, was one of the leading ladies 
of the local stage, and for many years was the only 
resident woman singer of note in all of New England. 
James Hewitt, an English orchestra leader who possessed 
a decided penchant for self-aggrandizement at all costs, 
first appeared in 1808. His daughter, who later 
married violinist Louis Ostinelli, became one of the 
best pianists in the region and, along with her husband, 
was in constant demand as accompanist, soloist, and 
teacher. Finally, there appeared in the fall of 1812, 
bearing bound volumes of the works of George Frederick 
Handel, the awesome figure of organist George K. 
Jackson, Mus. Doc., at once the most accomplished and 
least personable of the European musicians yet to cross 
the Atlantic.33 
All of these individuals, with the exception of 
Dr. Jackson, looked to the theater for their livelihood. 
They did, however, exhibit an uncommon willingness to 
participate--often without remuneration--in benefit 
concerts, exhibitions of sacred music, and other projects 
not directly connected with their salaried positions. 
These same people soon became similarly occupied in 
neighboring communities, and thus the newer European 
music, both sacred and secular, began to be heard by 
rustic ears previously attuned only to the home-grown 
varieties of psalmody and folk-music. 
One of the first concrete achievements of these 
immigrants was the appearance, in 1795, of a volume 
entitled The Massachusetts Compiler 2f Theoretical and 
Practical Elements 2f Sacred Vocal Music, published by 
Isaiah Thomas and Ebenezer Andrews of Boston. The work 
33For a more intimate acquaintance with these 
colorful musical pioneers, see the excellent accounts in 
Johnson, 2E· ~., passim. 
was compiled by Hans Gram, Samuel Holyoke, and Oliver 
Holden. Holyoke and Holden were both native-born 
musicians who came under the early influence of Gram, 
and whose efforts in later years helped in no small 
measure to reform the church music in New England. 
The need for such a theoretical treatise as this was 
expressed in its preface: 
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Many American votaries of sacred music, have 
long since expressed their wishes for a compendium 
of the genuine principles of that science. At the 
present period, it becomes necessary that greater 
attention be paid to every mean for improving that 
important part of divine worship, as good, musical 
emigrants are daily seeking asylum in this country. 
The outstanding characteristic of this volume is 
its relatively long, thirty-six page theoretical intro-
duction which had been distilled from the European 
treatises of D'Alembert, Rousseau, Sulzer, Avison, Fux, 
and others. Concepts of tonality and modality were 
explained and illustrated; European principles of part-
writing, functional harmony, and thorough-bass were set 
forth; forbidden chord progressions, bad voice leadings, 
and weak doublings were explicitly explained. The 
remainder of the volume contained examples of "correct" 
church music, mostly by English composers, such as 
Milgrove, Arne, Burney, Lockhart, Purcell and, of 
course, G. F. Handel. The English "primitive'' composers 
of fuguing-music--Aaron Williams, Stephenson, and 
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According to most historians, Gram had a decided 
influence upon the music of Holyoke and Holden and also 
upon the works of Jacob Kimball, another American 
composer of sacred music.34 The works of these latter 
composers, all of whom opposed the fuguing-tune, are 
analyzed in more detail elsewhere in these pages, in 
connection with the activities of the Essex Musical 
Association. 
The early attempts at reform by Gram and his 
disciples were followed, around the turn of the century, 
by increasing opposition to the Billings school. Tune-
book compilers began not only to print English music, but 
also to "correct" many of the American examples. In 
fact, American music began to disappear from successive 
editions of the older publications with ever-increasing 
rapidity from 1800.35 
34see especially Glenn Wilcox, ''Jacob Kimball, 
A Pioneer American Musician," Essex Institute Historical 
Collections (Salem, Mass.), Vol. XCIV (1958), 
pp. 356-378. 
35Two recent bibliographical studies have clearly 
demonstrated this trend: see Pichierri, 2E• ~., 
pp. 191-200 for an analysis of The Village Harmony; see 
also Irving Lowens and Allen P.~itton, "Tne Easy 
Instructor (1798-1831): A History and Bibliography of the 
First Shape Note Tune Book," Journal of Research ~ Music 
Education I:l (Spring, 1953), pp. 31-)). 
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Typical attitudes of these editors can be found 
in some of these volumes. The preface to Elias Mann's 
Massachusetts Collection 2f Sacred Harmony stated that 
in this collection will be found none of those 
wild fugues, and rapid and confused movements which 
have so long been the disgrace of Congregational 
psalmody and thg contempt of the judicious 
amateur ••• • 3 
The preface to the Suffolk Selection 2.f Church Musick 
apologized for the inclusion of several American tunes 
in its pages that were "not the best in point of 
composition," and advised that "where liberty has been 
obtained, the American tunes have undergone some 
trifling corrections in harmony. ,3 7 Further, the 
anonymous editor stated that 
there is a levity in some of our best written 
American tunes, which renders them odious to serious 
people; not so much on account of the movement as 
the character of the compositions; for a quick tune, 
and even a fuge, properly constructed, may be solemn 
and impressive, but tunes verging on the theatrick 
or ludicrous, however ingenious the composition, will 
deservedly meet with but little encouragement. 
In spite of its "modern" attitude, however, the latter 
volume contained several American fuguing-tunes by such 
composers as Daniel Read and William Billings, along 
36Boston: Manning and Loring, 1807. 
37Boston: Thomas and Andrews, 1S07. The identity 
of the compiler is unknown. 
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with examples from reformers like Holyoke and Kimball. 
Only a few of the more obvious harmonic ineptitudes had 
been expurgated from the American tunes: cadential 
chords lacking thirds, unprepared dissonances, and 
hidden fifths and octaves were still in evidence. This 
would seem to indicate that the editors, whoever they 
might have been, could pay only lip-service to contempo-
rary trends, and actually possessed too little technical 
knowledge to carry out their expressed intentions. 
One extremely influential English collection 
republished in Boston during these years was the ~ 
Hospital Collection, originally issued in London in 
1769. 38 In the foreword, the American publishers 
thanked the public for its generous patronage of the 
subscription which had made this edition possible, and 
expressed the hope that 
• • • this publication may prove useful in diffusing 
a taste for correct and refined composition, and by 
its animating and pathetic melodies promote the 
fervour of Christian devotion. • • • 
The subscription list was included, and contained 
such well-known names as Amos Albee, Francis Brown, 
38M. Madan (ed.), The Collection of Psalm and 
~ Tunes IOn~ at the Ch~l of the toc~Hosritar:- From 
~Latest n on-EditionBoston=-we~nd B ake, and 
Manning and Loring, 1809). See Plate III for photocopies 
of two representative pages. 
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Bartholomew Brown, Daniel Belknap, Oliver Holden, 
Thomas Hastings, and ~lnathan Duren.39 Daniel Chaplin 
of Groton bought eight copies for the use of the 
Middlesex .Musical Society, and John Hubbard subscribed 
to sixteen copies, probably for the use of the Handel 
Society of Dartmouth College, New Hampshire. 
The music consists of one, two, and three-part 
hymns and anthems, each of which has a figured bass 
placed on a separate staff. Individual composers' 
names were not given with each selection, but the preface 
indicated that Worgan, Heighington, Burney, Arnold, 
Giardini, Lockhart, Alessandri, and nmany others of the 
first rank in the science" were represented. The whole 
was edited and adapted by Martin Madan. The three-part 
pieces look somewhat like baroque trio-sonatas: the 
two frequently overlapping and ornamented upper parts 
tend to run in parallel thirds or sixths. The thorough-
bass lines often contain keyboard-like runs, trills, and 
Alberti figures. Phrases are regular and the harmonic 
motion is smooth and academic. It is no wonder then, 
that this volume was hailed as an ideal example of a 
correct style of sacred music. Tunes from this 
39The contributions of many of these teachers, 
compilers, and composers are discussed in detail elsewhere 
in this study. 
collection found their way into many subsequent 
American publications, usually with the figured bass 
omitted or altered so that it could be sung with the 
other parts. The Lock Hospital Collection, as it was 
known for short, remained a rallying-point of the 
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reform movement until the collections of the next decade 
appeared, such as the Templi Carmina series and the ~ 
Colonr Collection. 
These changes that were taking place in the 
publications of sacred music in Boston paralleled the 
city's growing acquain~ance with European secular music, 
through the activities of the theater and the increasing 
number of public concerts. With regard to organized 
musical societies, however, the record remains re-
markably bare. American and European psalmody performed 
by the church choirs seems to have been the extent to 
which sacred music was cultivated in the metropolis. 
William Selby's Spiritual Concerts were only dimly 
remembered, if at all, and until Doctor Jackson arrived 
there was no one in the city who could have engineered 
similar productions. 
Under the surface much worth-while musical 
activity was going on that ultimately flowered with the 
establishment of the Handel and Haydn Society in 1815. 
The Von Hagens, Hans Gram, the Graupners, and other 
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lesser foreign musicians were all active in church work 
during these years. Through their efforts, the church 
choirs gradually became acquainted with the simpler 
European church music. Singing schools were in constant 
evidence, and their amateur teachers undoubtedly picked 
up many techniques and ideas from the professionals. 
Although they were probably unimportant with 
regard to future developments, a few musical societies 
existed in Boston from 1800 until 1810. A Franklin 
Musical Society participated in five benefit concerts 
from May, 1802 until September, 1803; according to 
Johnson, 
the group in all probability comprised the choir of 
[the Rev. Dr. West 1s)church, which assumed the 
title for the purpose of widening the repertory 
beyond the narrow confines of psalm-tune literature.4° 
In 1805, A St. Cecilia Society inserted several 
notices in the press over a period of several months 
which announced meetings, but no public performances.41 
Still another society, the Boston Musical Association, 
invited those who "usually perform Sacred Music in the 
several religious Societies in this town" to attend an 
40Johnson, 2E• ~., p. 55. 
41~. 
1~ 
organizational meeting in June of 1$05.42 No further 
meetings were advertised. 
One Zachariah Gardner Whitman was the author of 
~Address delivered before~ Harmonick Club, ~ 
Musical Society ~ Boston, 2£ ~ ~ of their first 
anniversary, Dec. 21, ~.43 The society apparently 
did its business without recourse to the press, and if 
this address had not been published, even the name of 
the organization would probably not have survived. 
An analysis of this pamphlet disclosed that the 
Harmonick Club was probably not primarily interested in 
sacred music. Whitman began his discourse in the realm 
of physics: the physical properties of the human ear 
were described, and the effects of sweet and rational 
vibrations upon the soul were said to have moral and 
ethical implications: 
The effect which musick has had upon society, by 
tending to civilization, is incalculably great; its 
nature being to purify and refine the tender, while 
it polishes the rough passions of the soul. 
The history of music in various cultures was then 
outlined. The music of the "antient republicks of 
Greece," and also of Rome, had reached a high state of 
42Ibid., p. 56 • 
............. 
43Boston: n.p., 1$09. 
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perfection, only to be "discarded and disgraced" during 
the Middle Ages. Since the Renaissance, however, music 
has again achieved prominence, especially in Italy with 
the flowering of opera, and in Britain with the culti-
vation of an especially high order of sacred music. 
France's music was dismissed as being imitative of and 
inferior to Italy's superior product. The Germans, with 
their cold and gruff personalities, had not yet been 
able to advance their musical culture to as high a state 
as either England or Italy. Such opinions were common 
among most of the speakers and writers of the time, and 
they were very likely echoes of contemporary English 
though on the subject. Burney's General History 2f 
Music was well known, and most of these writers borrowed 
heavily from that work. 
Turning toward a prediction for the future of 
music in America, Whitman stated that rr ••• under our 
mild laws and liberal patronage, Musick may fix her 
favourite abode upon our shores. rr In his peroration, 
the speaker stated that, since the Harmonick Club was 
associated rtfor the purposes of social intercourse and 
improvement in musick," some small tribute of praise 
should be offered to the memories of Handel, Pleyel, 
Madan, and Arne. 
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This speech did not, like many of the later ones, 
specifically consider the question of American versus 
European psalmody, possibly because neither the club's 
nor the speaker's interests lay in that field. In 
conceding that American music was in an infant state, 
however, Whitman displayed the prevailing attitude and 
implied that American composers must look to Europe for 
their models in order to improve their own music. It 
was this sort of idea that fed fuel to the growing 
fire of church music reform, and which furnished clergy-
men and others of the intellectual elite in New England 
with ample justification for their attacks upon the 
indigenous musical idiom. 
Another address which did not mention reform 
was delivered to the First Baptist Singing Society of 
Boston in 1806.44 Its author, Ferdinand Ellis, orated 
only upon the value of sacred music in general, the 
importance of a good church choir, and the necessity of 
having a good balance between men and women singers. 
Despite the evidences of reform that had been manifested 
in the newer music books, it seems that the movement had 
not yet attracted Boston's clergymen. These two published 
44Ferdinand Ellis, An Address on Music, delivered 
to the First Baptist Singing Society,~oston, Thursdat 
'Eve'Iiirig, follay !2,, 1806 (BOston: Russell and Cutler, 1~6.) 
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addresses were the only ones located which had been 
delivered in Boston during this decade. North of Boston, 
the Essex Musical Association had become quite specific 
in its condemnation of the fuguing-tune as early as 
1$03, and the various societies in New Hampshire were 
also ahead of Boston in this respect. Boston 1 s tardy 
entrance in the reform movement was probably due to the 
lack of a strong leader like John Hubbard of New 
Hampshire or Samuel Holyoke of Essex County. For some 
reason, Boston's foreign musicians did not directly 
enter the fray, at least publicly. 
This lack of strong musical leadership is demon-
strated by the surviving account of the Massachusetts 
Musical Society, which existed in Boston from 1$07 to 
1$10. This group has been erroneously credited with 
being the immediate forerunner of the Handel and Haydn 
Society, and its activities have been chronicled in a 
number of sources, chiefly because it was the sole 
Boston organization in existence before 1$15 for which 
any accurate record exists.45 
45Johnson, 2£• cit., pp. 56, $7; Frederick Louis 
Ritter, Music in America (New York: Charles Scribner's 
Sons, l$~~PP• 114-116; Charles C. Perkins and J. S. 
Dwight, Histort of the Handel and Hatds Societ~ of Boston, 
Massachusetts BostonT Alfred MUage ons, 18 3~3), 
PP• 30-3 5 • 
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In the spring of 1807, fifteen men met and drew 
up the constitution of the Massachusetts Musical Society. 
The preamble stated that 
having observed with regret the limited knowledge of 
most of the professors of the divine science of 
music, and deplored the prevalent vitiated style of 
performing that part of sacred worship, the under-
signed, believing that music libraries and associ-
ations would greatly tend to remedy these evils do 
agree to form ourselves into a society for the 
purposes of forming a music library, and of 
occasionally meeting to perform and discuss the 
style of performing sacred music.46 
Monthly meetings were held, and the society 
eventually acquired a sizable library of excellent 
European literature, including Handel's Messiah, Judas 
Maccabeas, and!£!! and Galatea; Prang's Twenty Anthems; 
Stephens' Cathedral Music; and Mozart's Six Anthems. 
Finding most of this music too difficult for themselves, 
the gentlemen were usually reduced to practicing the 
simpler and more familiar tunes from the Worcester 
Collection or from the Massachusetts Compiler. Over a 
period of about three years, the struggling group held 
twenty-three meetings at various halls and public 
houses in Boston and Roxbury. On March 21, 1810, the 
society voted to sell its library to take care of 
accumulated expenses, and on July 7, the society voted 
46Perkins and Dwight, 2£• £!!., p. 32. 
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itself out of existence. 
This account only points up the difficulties that 
the musically minded citizens encountered in their 
attempts to improve the state of their church music. 
Without professional assistance, the idiom of the English 
style to which they aspired was simply beyond their abili-
ties. Good intentions were everyWhere evident, but more 
time was needed before the style could become assimilated. 
In the meantime, many people had become ashamed of the 
indigenous music, but since they knew nothing else to take 
its place, they could only bemoan the "vitiated style" that 
badly needed improvement. A reviewer, writing in 1822 in 
the North American Review, accurately summed up these 
attitudes and the problems they created: 
There was general recognition that the old music, 
represented by Billings and his "fugueing" tunes was 
poor stuff and that the best music should--at that 
time--come from the recognized masters of Europe. 
The break, however, had been too sudden in many cases, 
for the singers were incapable of properly repre-
senting the new music and made such a bad job that 
many wished for the return of the old music which at 
least received performance worthy of its mettle •••• 
The attempt was a laudable one; at the same time it 
must be allowed that the knowledge and good judgment 
of those who were active in the measure, were 
outstripped by their zeal. The community needed more 
preparation for so great a change, and to the no small 
astonishment of the reformers, the anticipated result 
was not realized. The tune was changed, but the 
manner of singing was unaltered, and of course the 
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effect was much the same.47 
s.oon after 1810 the tide of reform began to gather 
momentum and the eventual mastery of the new music became 
inevitable. Only a few musical societies were in evidence, 
however: a Lock Hospital Society, undoubtedly named after 
the collection, sang at the annual meeting of the 
Mechanics Charitable Association in December, 1812;48 a 
Sacred Harmonick Society published notice of a meeting in 
May, 1813, and another Harmonic Society, chaired by James 
Hewitt, held a dinner at Massachusetts Hall in 1814.49 
It was the church choirs, instead of these few 
societies, which seemed to be most effective in the reform 
movement. Many of them functioned somewhat like musical 
societies, and Perkins and Dwight felt that their work 
paved the way, more than anything else, for the establish-
ment of the Handel and Haydn Society. Boston choirs that 
published their own books were the Brattle Street, Hollis 
Street, Bowdoin Street, and Winter Street church choirs. 
Groups that enjoyed some measure of proficiency, many of 
whose members became charter members of the Handel and 
47North American Review, Vol. XV, Oct., 1822, quoted 
in Johnson, 2£• cit., pp. 19-20. 
48Perkins and Dwight, 2£• cit., p. 29. 
49Johnson, 2£• ~., p. 56. 
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Haydn Society, were the Park Street, Essex Street, and 
the First and Second Baptist church choirs. 
These organizations usually sponsored singing schools 
and, like some of the musical societies outside the Boston 
area, would admit a class to full membership in the choir 
upon graduation from the school. A festive evening would be 
scheduled with good food, music, and, inevitably, an 
address. The tenor of these speeches is exemplified by 
James Manning Winchell, in~ Address~ Music, delivered 
before the Singing-Society of the Second Baptist Church ~ 
Boston, 7th April, 1814.5° He quoted copiously from 
Hubbard's Essay 2!! Music, and from a similar document by 
Francis Brown who, like Hubbard, was a musical reformer of 
New Hampshire. The speaker had several points to make: 
first, he analyzed the concepts of dissonance and consonance 
and concluded that occasional discords are desirable, be-
cause they give to hannony "a more exquisite sweetness." 
' Perhaps this was an oblique criticism of much of the older 
and plainer psalmody that some of the reformers were 
attempting to introduce in place of the fuguing-tunes. 
Concerning the latter, Winchell came to his second point: 
much American music, said he, is rrtoo trifling for 
' devotional purposes.rr It constitutes "a play of words and 
' 
a corruption of music." These were the same arguments 
50Boston: Manning and Loring, 1814. 
first heard from Samuel Holyoke almost twenty years 
earlier. Even in the metropolis, apparently, the 
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American tradition died slowly. Nevertheless, progress had 
been made and Winchell expressed his 
••• satisfaction, that the style of music introduced 
is so much superior to that which has prevailed in New 
England in years past ••• regret, that the same style 
should not be more universally introduced. 
Such was the Boston situation with regard to sacred 
music up to the events which led to the establishment of 
the Handel and Haydn Society. These events, along with the 
influence of Dr. Jackson, opened up Boston's new musical 
era and, as such, belong more properly to the next chapter 
of this study. The remainder of this chapter is devoted 
to the activities of a few other town and community 
societies in Massachusetts that were founded before 1S20. 
III. TWO MUSICAL SOCIETIES IN STOUGHTON 
The area of Norfolk County south and west of Boston 
seems to have been unusually active in musical matters in 
the eighteenth century. A church choir was reportedly es-
tablished in Stoughton at the surprisingly early date of 
1740, and a musical club of sorts existed in 1762.51 
51Mary (Swan) Jones, The Musical Society in Stoughton 
(typescript in the collections-or the Stoughton Historical 
Society, unpaged), 
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The twenty-eight year old William Billings taught a 
highly successful singing school there in 1774, and it is 
a matter of pride today in Stoughton that one of his 
pupils, Lucy Swan, became his bride before the term was 
completed. Legend also has it that the couple was 
serenaded on their wedding day by the music class. 
The organization and distribution of voices of this 
1774 choir affords an insight into the performance 
practices of these pre-lSOO groups, and gives some idea of 
the reasons for the reforms of a later generation that had 
the advantages of training by European musicians. Eighteen 
ladies sang the treble part; five men sang the "counter," 
or alto part; eight men and thirteen women were assigned 
the tenor, or melody part; and five men sang the bass.52 
The custom of doubling one or more of the parts in octaves 
was a general practice of the time up until about 1S20, 
and serves to demonstrate the native composers' disregard 
for "scientific" harmonic progressions and chord doublings, 
in favor of an unrestricted style of melodic and rhythmic 
writing. Jacob French, who was to become another prolific 
composer and compiler of tune-books, was a member of this 
group. 
52Louis Elson, American Music (New York: The 
MacMillan Co., 1904), pp. 27-28. 
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On November 7, 1786, twenty-five male singers of 
Stoughton gathered together and drew up a set of "regu-
lations" which marked the official beginning of the Old 
Stoughton Musical Society. These regulations stated that 
only the president would be allowed to "beat time openly," 
--an effort to do away with the then-common practice of 
permitting the entire choir to keep time by waving their 
hands, arms, or books.53 Every member swore to "behave 
with Decency, Politeness, and Dignity," on pain of 
punishment or ejection. 54 A committee was also appointed 
to examine and recommend prospective new members. Elijah 
Dunbar, Esq., was chosen president, a position he held 
until 1808. He was "· •• not only one of the most 
accomplished singers of his day, but distinguished for 
his commanding presence and dignified bearing.rr55 
Regular meetings, usually in the winter, were held 
at private homes or in local taverns from 1786 until 1792. 
On these occasions, the members were assessed for 
"necessaries," or suitable refreshments which helped 
53Lemuel W. Standish (ed.), The Old Stoufhton 
Musical Societx, (Stoughton, Mass.:-ror~e-soc ety, 1929), 
p. 2l. 
54Ibid.' p. 23. 
55Ibid., p. 32. 
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provide the proper convivial atmosphere. There were no 
female members of the organization at this time, nor is 
there any record of "assistant" or "guest" lady singers. 
The manner of executing the treble parts remains unclear. 
Nor is there mention during these years of any instru-
mental accompaniment; perhaps the excellence of Billings' 
teaching had established a tradition of!!. capella singing, 
the reading ability of the group having attained such 
competence that they could do without instrumental 
support. It is on record that the popular Worcester 
Collection was the first official book of the society. 
This collection is famous in that it was one of the first 
music books printed from music type in New England, and it 
contained many psalm-tunes, anthems, and fuguing-tunes of 
native composers. It also contained an unaccompanied 
version of Handel's "Hallelujah Chorus," the first publi-
cation of that selection in this country.56 
On June 5, 1787, the regulations of the Society were 
revised, chiefly by the addition of a hyperbolous preamble: 
• • • as singing or vocal music is a divine institution 
and the noble talent for performing it most certainly 
given for improvement by Him, who made us of that 
elevated rank of beings that we are capable of 
sounding forth His praise; And as the powers of 
harmonious music are most admirably calculated to 
56Metcalf, 2E• £!l., pp. 12B-l32. 
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humanize the ferocious passions, to increase the 
various emotions of the mind, the different degrees 
of sensibility and all the feelings of the heart, 
that not only the sense of hearing receives the highest 
gratification from the sounds most congenial to the 
organs of man, but we are made partakers at one and the 
same time of instruction and delight in viewing the 
noblest work of the Almighty, put in motion to answer 
the noblest
5
;nds, the exciting and cementing brotherly 
love •••• 
The new regulations called for an annual meeting 
in October, and certain penalties were prescribed for 
excessive absence from meetings. One of the early members, 
a Mr. Samuel Capen, was a fine singer and amateur composer, 
and was later responsible for the compilation of The 
Norfolk }!armony. 
1790 was the year of the famous singing duel between 
the members of the Stoughton Society and the singers of 
Dorchester. This account has appeared in several published 
histories of American music, but its origins seem to have 
been lost, and no primary documentation was found. Never-
theless, apochryphal or not, the story remains an interesting 
bit of musical Americana and illustrates the fame and 
proficiency of the Stoughton Society. Legend has it that 
the reputation of the Stoughton singers had spread far and 
wide, through the enthusiastic reports of clerics and 
others who had visited the churches of the town. The singers 
57s.tandish, .2E.• ill·, p. 24. 
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of Dorchester, justly proud of their own musical accom-
plishments, and not taking kindly to being overshadowed 
by their neighbors to the south, challenged the Stoughton 
Society to a competitive exhibition. The affair was held 
before a crowded auditory in Dorchester. The resident 
choir possessed a large membership which included female 
singers and the accompaniment of a bass viol, while the 
Stoughton group consisted only of twenty men, led by 
Squire Dunbar. The groups sang several anthems in turn, 
but when the Stoughton choir gave forth a magnificent 
rendition of the "Hallelujah Chorus" by memory, the 
Dorchester singers could do little else but gracefully 
acknowledge defeat. 
From 1792 to 1801 there is no surviving record of 
regular meetings, but the society must have been reason-
ably active, for in 1801 the constitution was again revised 
and several new members from Dedham, Sharon, and Randolph 
were admitted. The new constitution did not invoke the 
blessings of the Almighty with quite the fervor of the 
earlier document, but stressed more heavily "Singing, 
Friendship, and Sociability." Article V stated: 
As some expenses will necessarily arise at the meetings 
of the Society, some person shall be appointed by the 
Society to call for such necessaries as shall be wanted 
and the expense shall be equally borne by each member 
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present.58 
The constitution also made provision for "spectators" who 
might be admitted upon recommendation of a member. 
In 1803, the records stated that several individuals 
furnished instrumental music--the first mention of instru-
ments in connection with the activities of the group. On 
December 26, 1803, it was found necessary to choose two 
marshals, "whose business it shall be at all stated meetings 
to see that everything respecting the Society is conducted 
with decency and good order." Perhaps the spirit of the new 
constitution was taken too literally by some of the 
members. At this meeting it was also voted that "Samuel 
Capen take the lead of the tribble {:sic) and shall call 
such assistance to perform on that part as he shall see fit." 
Andrew Capen was similarly chosen to lead the "counter." 
As no mention of female singers had yet appeared, it can be 
surmised that the "tribble" was somehow negotiated by the 
men, perhaps an octave lower than written. The possibility 
also exists that such women singers as might have assisted 
at the meetings were considered beneath official mention in 
the minutes. The "counter" part was sung loco by men who 
cultivated that range of the voice. These latter parts 
would range up to C1', but rarely higher. Possibly as an 
58standish, 2E• ~., p. 38. 
inducement to procure regular instrumental support, the 
society voted, in 1804, to furnish the orchestra with 
"necessaries" out of the funds in the treasury. 
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During the first years of the nineteenth century, 
the fairly straightforward history of the Old Stoughton 
Musical Society became somewhat confused by the presence of 
another group, the "Musical Society in Stoughton.n A 
constitution for the latter group was drawn up in 1802, 
and stated that this society was organized for the purpose 
of becoming "better accommodated for Music Books than we 
have heretofore been.rr59 From this point onward, the two 
societies existed side by side, and relations between them 
have always been close, if not consistently cordial. Both 
groups trace their origins back to the singing club of 1762 
and Billings' class of 1774, and each lays claim to being 
the oldest continuing musical society in the country. 
They have always had many members in common, although the 
Old Stoughton Musical Society accepts members from any-
where in south-eastern Massachusetts, while the Musical 
Society in Stoughton restricts its membership to residents 
of the town. Evidence also shows that the Old Stoughton 
Society has been more concerned with the preservation of 
59constitution of the Musical Society in Stou~hton 
(photocopy of a manuscrip~dated 1802, in the-stoug ton 
Historical Society). 
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the music of the composers of the Billings era, while the 
other society has shown tendencies to conform more readily 
to the currently popular choral idioms. 
Samuel Talbot became the first president of the 
Society in Stoughton at the same time Elijah Dunbar was 
head of the other group. In 1808, Mr. Talbot requested 
that he be allowed to retire from the presidency, rtby 
Reason of Infirmities & old age.n60 He also stated, in a 
letter to the secretary of the society, that 
it is near fifty years since I have taken an active 
part in performance of Singing, and it is with pleasure 
& satisfaction when I look back & consider the union of 
harmony that hath Subsisted among the Members of Said 
Society, I can also look forward with pleasing prospects 
of its continuing in the same union which hath been so 
often mentioned with astonishment by all the Singing 
Societies around us, & I think I may say (without 
ostentation) that this Society hath done more by their 
Practice and behavioug1in prompting music & harmony than any other •••• 
From 1809 to 1818 there are no surviving records of 
meetings of the Old Society, but the records of the Society 
in Stoughton stated that music books and a bass viol were 
lent to the Old Society in 1813. During these years the 
Society in Stoughton seems to have been the most active: 
60s,ouvenir of the 160th Anniversart' Ye Olde 
Musical Society ~-stoughton {Stoughton,922T.----
6libid. 
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in 1808, thirty-six meetings were recorded for this group, 
while the other group recorded only two. The Society in 
Stoughton recorded between twenty and thirty meetings per 
year up until 1855, or a grand total of 702 gatherings 
since its founding. 
Perhaps its great activity during these years can be 
attributed partly to its novel method of attracting new 
members. In 1808, Col. Robert Swan, a member of this 
society and a local singing-school teacher, presented his 
class to the Society upon completion of their term. They 
were praised as having been "well instructed in music and 
likely to become useful in singing," after which they were 
invited to accept full membership in the Society.62 
The library of the Society in Stoughton was rather 
extensive; it contained all of Billings' books, three 
editions of Kimball's works, the Old Colony Collection, and 
the tenth and twelfth editions of The Villa&e Harmony. 
This selection shows that the Society still favored the 
music of the American composers, but were not above giving 
the newer collections of European and Europeanized music a 
fair trial. In later years both societies bought the reform-
oriented Bridgewater Collection and the publications of 
62Mary (Swan) Jones, ~· ~· 
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Boston's Handel and Haydn Society.63 Women were officially 
invited to sing in the Society in Stoughton in 1S26, but 
were not invited to the Old Society's meetings until 1S29. 
After 1S25, the Old Society began to show evidence 
of dissatisfaction with the newer publications, most of 
which contained "corrected" versions of the American tunes 
still in general use. Committees were appointed, tunes 
were selected, subscription papers were offered to the 
public, and finally, in 1829, the Stoughton Collection of 
Church Music appeared on the market.64 The philosophy 
underlying the selection of tunes and the attitude of the 
members of the Society were well expressed in the foreword 
to this book: 
This compilation is made by one of the oldest 
musical societies in New England; and much music of a 
pleasing character (together with some never before 
published) which, of late, has been excluded from 
popular publications, is inserted. Nearly all of the 
best old tunes, recently published, are so altered and 
modified, that they are hardly to be recognized; and 
the call for a work of this kind seems to be general, 
and the plan highly approved. The tunes which we are 
accustomed to hear in our infancy, will always awaken 
in us interesting sentiments and agreeable associations, 
and it is but doing justice to the subject and to the 
public, in having them corrected and put in a proper 
state and form for use. There is no argument in any 
science, which can do away with the convictions of our 
63some of these collections survive today in the 
vault of the Stoughton Historical Society. 
64Boston: Marsh and Capen, 1829. 
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own senses, and if it be the case, as some say it 
verily is, that we admire music, in which there is a 
great want of conformity to the modern philosophy of 
it, --we answer--that it is an unreasonable demand 
upon our natural tastes, to be pleased with music 
composed merely on account of its scientific 
arrangement, or to discard tunes which fill the soul 
with a spirit of devotional pleasure, for the reason, 
that they do not bear the strictest scrutiny of 
scientific investigation. We see no good reason why 
the lovers of American music should be denied the 
exercise of their undoubted privilege in choosing what 
pleases them best, and, in availing themselves of this 
right, they feel persuaded that the ends of music are 
more fully answered, and a large portion of the 
community not only accomodated, but pleased. 
Thus the sentiments of the Old Society became 
public; since that time, it has stubbornly promoted the 
music of William Billings and his contemporaries. The 
collection contained many of the old American tunes long 
out of print which were appropriated from the original 
Billings' collections and books like the old Worcester 
Collection. A supplement contained unaccompanied versions 
of Handel's "Hailstone Chorus,rr "Selby's Anthem," and some 
English anthems of Webbe, Chapple, and others. An a 
capella version of Handel's "Hallelujah Chorusrr was also 
included, with the alto part written an octave higher than 
its sounding pitch, and with some necessary revisions to 
keep it within the male counter-tenor range. 
Unfortunately, this tardy action of the Old Stoughton 
Society came too little and much too late. By 1$25, reform 
in church music had largely ceased to be a controversial 
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issue. Choral societies all over New England had become 
able to perform Handel and Haydn and there was no turning 
back. If the Stoughton Collection had appeared ten or 
twelve years earlier, and if the society had actively 
promoted the old music at the same time that it was being 
denounced so savagely from the pulpits, something might 
have been salvaged. As it was, the Stoughton Collection 
was considered only a historical curiosity. To many 
musicians, the opinions expressed in its preface must have 
appeared to come out of the dark ages of the unenlightened 
past. 
The books were published at a cost of 4li cents 
each. After the expenses had been paid, a remaining 
balance of $54.12 was used to pay for a dinner celebration 
by the Society.65 The moderately brisk sale prompted the 
printing of a second edition in 1e31. 
In the 1e20 1s and 30's neither society succumbed to 
the current oratorio craze that was in full swing in 
neighboring towns, but continued to hold private meetings 
as had always been their wont. The official history of 
the Old Society contained a reminiscent letter from one of 
the children of an old member that presents a good idea of 
the atmosphere of these informal gatherings: 
65standish, 2E· ~., pp. 4e-5o. 
The meetings were held only in the winter, and 
always at the full of the moon, as the streets were 
unlighted in those days, and there was less liability 
for storms. The dining room table was placed in the 
sitting room, all the leaves put in; a smaller one, 
square ••• was put alongside, around which the 
singers were seated. 
On the tables were large dishes of apples; also 
pitchers of sg5et cider for refreshment during 
recess •••• 
Such meetings were held throughout the middle part 
of the century; further evidence of clinging to old ways 
was found in notations that the Society in Stoughton did 
not dispense with "ardent spirit'' at its gatherings until 
1830, or long after the temperance movement had begun to 
make itself felt. The Old Society, even more reactionary, 
did not bow down to this manifestation of Victorianism 
until 1838. 
From about 1870 until the end of the century both 
societies experienced rapid growth of membership as they 
became full-fledged oratorio choirs. Many concerts were 
given, some by the joint efforts of the two organizations. 
Several major undertakings, most notably an appearance at 
the Chicago Exposition in 1893, formed the high points of 
their activities at this time. The chorus numbered upwards 
of 200 voices and an orchestra of more than forty instru-
mentalists provided the accompaniments. 
661etter from Mrs. Fanny c. Lucas, quoted in 
Standish, ££• cit., pp. 51-52. 
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The Old Society, however, has never forgotten its 
origins; each concert has featured several numbers from 
the Billings era. In 1878, the society brought out the 
Stoughton Centennial Collection, which was chiefly a 
reprint of the 1829 collection. 
During the twentieth century, both societies have 
continued to hold annual meetings and occasional concerts, 
their activities having largely been confined to keeping 
the old music alive. 
IV. OTHER MUSICAL SOCIETIES BEFORE 1820 
Data concerning additional musical societies that 
existed in Massachusetts before 1820 can be presented 
relatively briefly. None of the societies described below 
seemed to have more than local influence, and none seemed 
to be as important to the history of American music as some 
of those described elsewhere in this study. 
Haverhill Musical Society. A community musical 
society was formed in Haverhill in the spring of 1812 as 
the result of an advertisement in the Merrimack Intelligencer 
for April 18: 
MUSICAL SOCIETY 
All persons in this town and the vicinity desirous 
of joining a Society whose object is to improve in 
Sacred Musick are respectfully invited to attend an 
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adjourned Meeting at Mr. Greenleaf's Inn on Thursday 
Evening next, at 7 o'clock P.M. at which time a 
Constitution will be presented for acceptance. A 
general attendance is requested. 
On May 23, the same newspaper advised that the 
quarterly meeting of the society "will be holden at the 
School•House in the first district" on May 25. This 
notice was signed by J. Hovey, secretary. According to 
similar announcements, quarterly meetings were held in 
the same schoolhouse throughout 1812 until November, 1813, 
when it was announced that an annual meeting would take 
place on November 29.67 
The only public performance on record for this 
organization took place in connection with the activities 
of another organization, as described in a press notice for 
April 30, 1814: 
NOTICE 
The members of the Philendian Societ* are notified 
to meet at the Academy in Bradford on t e 2d. Wednesday 
of May next, at 2 o'clock P.M. The Religious Exercises 
will begin at the Meeting-House at 4 o'clock. Sermon 
by the Rev. Mr. Dodge. 
N.B. The Musical Society and Band will escort the 
procession to the Meeting-House. 
The last notice for the Haverhill Musical Society 
appeared in the Merrimack Intelligencer on May 14, 1814, 
67Merrimack Intelligencer, Nov. 20, 1813. 
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after which the society apparently dissolved, or managed 
to continue without recourse to the press. No reviews, 
published lectures, or other information regarding this 
group is available. The town history contains only the 
briefest mention,68 and a letter from the Haverhill 
Historical Society stated that no records have been 
preserved, either in the historical collections of the 
town, or in the public library.69 
SalisburY and Amesburz Singing Societies. A Mr. 
William Balch was the author of!£ Address 2£ Music, 
delivered ~ the Salisbu~ ~Amesbury Singing Societies, 
convened at Salisburr, April l, 1812.7° This single 
reference is the sole remaining trace of these two 
societies, the members of which inhabited two neighboring 
small towns between the Merrimack River and the New 
Hampshire border. 
Balch's address conformed to the philosophies of 
the contemporary· church music reformers. Although he was 
not particularly virulent in his denunciation of American 
fuguing-music, he did remark that "light and airy music is 
improper to be introduced into the house of God." In 
68George Wingate Chase, The History of Haverhill 
(Haverhill, Mass.: Published by-rne Author,-r861), p. 279. 
69Letter from Mrs. Arthur Wood, curator, Dec. 9, 1963. 
7°Newburyport: W. and J. Gilman, 1812. 
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fulfilling the Christian duty to sing God's praises, Balch 
stated that everyone ought to seek to improve his abilities 
in the art. Many people seem to have an inborn talent for 
music, but even in its absence a person can still improve 
his abilities and acquire some competence. Homage was 
duly paid to the European masters in the speaker's opinions 
that 
••• unless the gift of nature be cultivated and 
improved, the music must be rude and barbarous. And, 
indeed, it is most owing to scientific improvements 
that this art has been raised to such a degree of 
perfection in foreign nations. Hence the European 
music--the works of the immortal Handel and Arne, will 
ever, perhaps, be admired as the standard of excellency 
so long, as there is an ear, that can discern, or a 
soul that can feel the power of music. • • • It is 
from these models that a correct musical taste is to 
be formed. • • • 
In addition to a correct choice of music and a 
competent performance technique, Balch held that a certain 
rtinternal exercise, ir a proper "moral temper, 11 was 
necessary to the performer before the full value inherent 
in the practice of sacred music could be received. 
This address could possibly be considered one more 
piece of evidence demonstrating the advanced state of the 
reform movement in north-eastern Massachusetts and New 
Hampshire. Clergymen in the southern and western portions 
of the state were still raging against the fuguing-tune at 
this time, but after 1810 the speakers in the areas 
bordering on New Hampshire seemed to be more concerned with 
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the proper spiritual attitudes and the correct manner in 
which sacred music was to be performed. Of course, the 
small number of extant sermons representing these various 
times and places does not add up to a definite trend; 
perhaps the differences in emphasis are only coincidental 
and reflect only the personal viewpoints of their authors. 
The Lockhart Society 2£ Andover Theological 
Seminary. In 1812, a voluntary musical society was organ-
ized among the students at the theological seminary in 
Andover. The preamble to its constitution stated that 
it is proper for those who are to preside in the 
assemblies of God's people to possess themselves of 
so much skill and taste in this sublime art as at 
least to distinguish between those solemn movements 
which are congenial to pious minds, and those 
unhallowed medley pieces which will chill devotion; 
it is expected that serious attention will be paid to 
the culture of a true taste for genuine church music 
in this seminary.71 
All interested students of the institution who had 
"tolerable voices" were to receive instruction in the 
theory and practice of sacred music. The historian re-
ported that the administrators of the seminary occasionally 
provided some professional instruction, but the organ-
ization, for all practical purposes, was apparently 
71Henry K. Rowe, History of the Andover Theolo~ical 
Seminarz (Newton, Mass.: Thomas Todd Co., 1933), p. 4 • 
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student-governed.72 
Although the preamble did not say it explicitly, 
the assumption can be made that the nunhallowed medley 
pieces" referred to the indigenous fuguing-music, and the 
"solemn movements" referred to the slow and plain 
European or American psalmody. Unfortunately, little is 
known concerning the type of literature the society 
employed, but the statements in the preamble and the name 
of the society itself provided enough evidence of the 
group's general orientation. Lockhart was an English 
composer known in this country through imported anthems 
and such American reprints as the Lock Hospital Collection. 
Since the seminary has moved several times since 
its founding, first to Cambridge in 1908, and finally to 
Newton in 1931, the original records of the singing society 
seem to have been lost; thus little evidence of its 
activities has come to light. Rowe reported, however, 
that the society existed at least until 1832.73 In that 
year, Lowell Mason was invited to give an address, but for 
some reason he was unable to appear. Later, he was engaged 
for a short time by the institution as an instructor for 
the society. 
72Ibid., pp. 40-43. 
73Ibid. 
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A program located in the Essex Institute of Salem 
for a concert given by the society on April 20, 1832, 
showed that it had become an oratorio chorus, in keeping 
with the trend of the times. The pamphlet did not 
disclose information relating to numbers of performers 
or names of leaders, but the music was apparently chosen 
from various volumes of the Handel and Haydn Societx 
Collection of Sacred Music. Just what arrangements were 
made for the treble parts is not known; perhaps the 
former all-male group had become a community society, 
making use of all available talent, male or female, in 
the area. 
The influence which this society might have had 
upon the clergymen who graduated from the seminary cannot 
be accurately assessed in the absence of further data. 
However, the organization did not seem to figure promi-
nently in other contemporary sources, nor did it seem to 
sponsor any publications, either of music or of lectures. 
The only certainty is that the organization conformed to 
contemporary trends in sacred music and endeavored to 
provide some form of musical education for its members. 
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VI. CONCLUSION 
The surviving evidence of the activities of the town 
and community musical societies in Massachusetts before 
1820--before 1815 in Boston--indicated that these organ-
izations did not seem to be very important, in a public 
way at least, to the refonn of the church music. They did, 
however, lay a certain amount of groundwork for the develop-
ments of the next decade. 
The earliest espousal of European sacred music at 
the expense of the native idiom in Massachusetts seems to 
have been centered around certain individuals, such as 
William Selby and Hans Gram and his disciples. Various 
music publishers, too, made the newer European music known 
to the public. The publication of the Massachusetts 
Compiler and the public statements of the Harvard Musical 
Club seem to have been the first important indications of 
a reaction to the indigenous style of sacred music. 
The reform movement in Hoston was at best sporadic 
up to 1815. Musical societies do not seem to have been 
prominent, although evidence showed that the city boasted 
several fine church choirs. Despite the influx of 
European musicians from 1790, church music remained 
largely unchanged until the second decade of the nineteenth 
century. The few published sermons from the Boston area 
during this time gave little indication of a concerted 
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effort to introduce a new style. 
~vidence has shown that the advocacy of European 
classical music in the early years of the nineteenth 
century was chiefly only lip-service: the composers and 
compilers did not seem to possess the technique and 
knowledge necessary to discriminate accurately between 
music which was rrcorrect" and that which was rrunscientifick." 
Men like Holyoke, Kimball, and Elias Mann were strong in 
their condemnation of American fuguing-music, but their 
"corrections'' of the American tunes in their collections 
demonstrated that they possessed few concepts of 
European classical techniques, in spite of the explicit 
rules set forth in the Massachusetts ~ompiler. 
Outside of Boston, only scattered evidence of the 
existence of town and community musical societies was 
found, an indication that these groups exerted only a 
minimal influence both upon their communities and upon 
subsequent developments. The account of the Stoughton 
musical societies illustrated that local interest in 
musical matters was a phenomenon deeply rooted in the 
Puritan traditions, which at the same time provided 
socially acceptable forms of innocent entertainment. That 
the Stoughton societies did not conform to the spirit of 
the times and become reform organizations in the 1820's is 
as much a tribute to their sense of history as it is to 
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their stubborn powers of resistance to change. 
During the same period as that covered by this 
chapter, another type of musical society existed in 
Massachusetts which had a much greater influence upon the 
state's musical life than those which were described here. 
These were the county and regional societies whose activi-
ties spread beyond the borders of the individual townships, 
and united the efforts of musicians from a larger region. 
The next chapter of this study deals with these county and 
regional societies. 
CHAPTER IV 
COUNTY AND REGIONAL MUSICAL SOCIETIES 1797-1821 
In the rural areas of Massachusetts, the reform 
movement in church music took the form of regional musical 
societies during the first two decades of the nineteenth 
century. The surviving data concerning these societies 
varies greatly in detail; thus for some of them only 
extremely sketchy and incomplete stories can be told. 
Nevertheless, when the partial accounts of the seven organ-
izations described below are taken together, a total 
picture emerges which gives some insight into the reform 
movement that took place outside the urban areas. 
I. THE ESSEX MUSICAL ASSOCIATION 
Essex County, situated to the North of Boston, 
boasted as its principal settlements the thriving seaports 
of Salem and Newburyport. Cities like Lynn and Lawrence 
did not achieve prominence until the industrial revolution 
of later years spurred their growth. The shift of maritime 
commerce to the deeper harbors of Boston and New York 
lessened the importance of the smaller seaport towns early 
in the nineteenth century. 
~6 
Accounts of varying detail and emphasis concerning 
the Essex Musical Association were found in a number of 
studies, largely because its publications have been 
preserved, and because its leader was the influential com-
poser, compiler, and teacher, Samuel Holyoke.l 
The constitution of the Association was published in 
1798 after its founding in March, 1797, and presented a 
clear description of its purposes and early activities.2 
Administrative machinery was provided in a director, a 
secretary, a treasurer, and six trustees. Also provided 
for was an annual meeting and public concert in September of 
every year, and quarterly meetings in December, March, and 
June. Membership was limited to residents of Essex County, 
and then only to ~qualified persons." If practices common 
to later regional societies were also true of this one, the 
membership very likely consisted of singing-school teachers, 
church choir leaders, and other interested amateur singers 
and instrumentalists who had attained a measure of 
proficiency in the art. 
lsee especially Milton Gerald Hehr, "Musical Activi-
ties in Salem, Mass., 1783-1823" {Unpublished Ph.D. 
dissertation, Boston University, 1963), pp. 218-223. 
2Newburyport: Edmund M. Blunt, 1798. A photocopy of 
this document can be seen in Hehr, ~· ~., pp. 390-396. 
137 
A list of the forty-five original members and their 
home towns indicated that Andover, Salem, Boxford, Topsfield, 
Lynn, Danvers, and a few other hamlets were represented. 
The constitution also made it known that the Massachusetts 
Compiler was the standard book, and that bass viols, 
violins, and flutes were the instruments used "at present." 
Samuel Holyoke was probably the originator and 
moving spirit of the association, for he was its director 
at the time the constitution was printed, and the annual 
meetings were held in Holyoke's home town of Boxford rather 
than in a more convenient location like Salem or Beverly. 
Holyoke, along with Oliver Holden, Andrew Law, and 
Jacob Kimball, was one of the American composer-compilers 
who rejected the fuguing-tune as a desirable form of sacred 
music. Although the harmonic idiom of these men did not 
conform to European standards, and was still characterized 
by incomplete chords with typical American doublings, 
parallel harmonies, and at times, a modal flavor, they were 
attempting to "improve" their techniques according to the 
contemporary European manner. They also subscribed to the 
idea that sacred music should be "dignified, solemn, and 
chaste.rr In comparison with the Billings school, the music 
of these reformers tended to be less adventurous rhythmically 
and melodically. While it is still impossible in most cases 
to analyze their music from the stand-point of functional 
harmony, a few techniques like the use of secondary domi-
nants, seventh chords, and a more careful treatment of 
discords are in evidence.3 Most writers traced these 
characteristics to the influence of Hans Gram, except in 
the case of Andrew Law, who largely confined his activities 
to Connecticut.4 
The first evidence of the Essex Musical Association's 
influence appeared with the publication of Jacob Kimball's 
The Essex Harmony, !£ Original Composition ~ Three and ~ 
Parts.5 This thin, oblong tune book of 111 pages bore the 
following dedication: 
To the Essex Musical Association, founded in 
1797 
The following work is inscribed: with an ardent 
wish that it may contribute, in some small degree, 
towards furthering the object of the Society; the 
ameliorating and refining the taste for Music in this 
country; and that it may have a tendency to increase 
innocent amusement, as well as to exalt the feelings 
in public devotion, by their humble servant. 
Topsfield, October, lSOO. 
3see the musical analyses in Glen C. Wilcox, "Jacob 
Kimball, Jr. (1761-1826) His Life and Works" (Unpublished 
Ph.D. Dissertation, University of Southern California, 1957), 
pp. 56 ff. Unfortunately, Wilcox analyzed Kimball's music in 
terms of academic functional harmony and did not compare it 
with the indigenous style. 
4wilcox, ££• cit., p. 50; Allen Perdue Britton, 
"Theoretical Introduct1ons in American Tune Books to 1$00" 
(Unpublished Ph.D. Dissertation, University of Michigan, 
1949), p. 163. 
5Exeter,( N.H.J : H. Ranlet, lSOO. 
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An extensive "rudiments" section was thought to be 
superfluous in this collection, because "every instructor 
of music is presumed to have a favorite method of his own." 
The short theoretical introduction, then, was intended more 
for reference, and included only the briefest explanations 
of clef signs, meters, relative duration of note values, 
and similar matters. Readers were advised to consult the 
Massachusetts Compiler if they wished instruction in the 
elements of musical composition. 
All forty-six tunes in the book were composed by 
Kimball. This book, his earlier Rural Harmony, and a 
manuscript volume located by Wilcox constitute almost the 
entire sum of his output.6 His music never became very 
popular, and Wilcox reported that the composer declined in 
later life; according to contemporary observers, he met an 
unhappy end ''• •• as a result of addiction to intemper-
ance."? The musical idiom of the compositions is much like 
that described above: obvious parallel fifths and octaves 
are not in evidence, although open fifths at the beginnings 
and ends of phrases are common, as are instances of hidden 
fifths and octaves in the part writing. Alto clef is used 
for the "counter" part, and the upper voices all indulge in 
6Wilcox, ££• cit., passim. 
7Jlli., pp. 36-37. 
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overlapping and exchanges of notes, hocket-fashion. The 
tenor carries the "air" in all cases. A note-for-note 
chorale style prevails, but a few imitative passages in 
some of the tunes serve to offer some contrast. The two 
anthems included in the book are more adventurous: the 
voices are more independent and there seems to be more 
rhythmic and melodic freedom. 
s.amuel Holyoke also dedicated a collection to the 
Essex Musical Association. The full title of the work is 
The Columbian Repository 2f Sacred Harmony Selected from 
European and American Authors, ~many~ tunes ~ 
before published. It was also printed by Henry Ranlet of 
Exeter, New Hampshire, and first appeared in 1802. The full 
dedication reads: 
To the Members of the Essex Musical Association 
Gentlemen; By your permission, the following work 
is respectfully submitted to your inspection, with a 
hope that it may in some degree assist your attempts 
for ameliorating and refining the present taste for 
music. That you may be successful in your endeavors 
is the ardent wish of 
Your Humble Servant 
The Compiler. 
The scope of this collection amply lives up to its 
title: a large, heavy book, much longer and wider than 
the more typical oblong tune-books of the previous century, 
it contains twenty-two pages of "rudiments" and 472 pages 
of music. European and American composers rub elbows 
throughout. Madan, Arne, Stephenson, and Chapple, as well 
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as Read, Kimball, Gram, Holden, and Billings are all well 
represented. Credits are sometimes given to other col-
lections which supplied tunes for this one, such as Holyoke's 
1791 Harmonia Americana and Kimball's Essex Harmony. The 
tunes are mostly in three and four parts, with the "air" 
usually in the tenor line. Occasionally, however, the "air" 
appears on the top line, and is always clearly labeled in 
such cases. 
A large subscriber's list at the end of the volume 
included the names of twenty-five members of the Essex 
Musical Association, each of whom pledged the three-dollar 
purchase price. The large size of the book, plus its 
prohibitive cost, probably prevented its wide acceptance 
and adoption by choirs. Other slimmer and cheaper, but no 
less eclectic compilations, like the Worcester Collection, 
the newly published Bridgewater Collection, or The Village 
Harmony, were vastly more popular among church choirs and 
singing schools. 
The selection of music in The Columbian Repository 
reflects the eclectic style of the early reform movement: 
musicians were beginning to move away from the indigenous 
fuguing style, and more attention was being paid to a 
smoother, more ''dignified" note-for-note style. Much of the 
music, however, remains within the orbit of the indigenous 
idiom and must be judged in those terms, even though certain 
European elements were beginning to creep in. 
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At the annual meeting of the Essex Musical 
Association in 1803, the Rev. Daniel Dana delivered a 
discourse which reflected growing dissatisfaction with the 
prevailing sacred music. 8 After outlining the history of 
music from the early times to the present, with numerous 
quotations from Burney and Hawkins, Dana described the 
present state of musical culture in £urope and America. 
Italy was lauded as having achieved the highest musical 
culture ever known, although a tendency toward ~excessive 
refinement~ may eventually lead to its enfeeblement. 
Germany, as the birthplace of the immortal Handel, came 
next in Dana's hierarchy. The instrumental musicians of 
that country were praised, especially its skillful 
organists. The music of France was said to be sprightly 
and entertaining, but wanting in solidity. English music 
was approaching perfection, but in the absence of another 
Handel, the present age could not be said to be a golden 
one. 
As for America, its musical art was described as 
being yet in its infancy: 
The state of society among us being so little advanced, 
few of our composers have been enabled, like the great 
masters of Europe, to devote their lives to the object. 
8Daniel Dana, A Discourse on Music, Addressed to the 
Essex Musical Association, at their Annual Meeting ~-- ---
Boxford, Sept. 12, 1803. (Newburyport: E. M. Blunt, 1803). 
143 
The consequence is, that our country has been for years 
overflowing with productions, not destitute of spright-
liness, perhaps, nor, in every instance, of gleams of 
genius, but composed to no plan, conformed to no 
principles, and communicating no distinct or abiding 
impression--fugitive, unsubstantial things. 
Exceptions existed, however, and certain American composers 
were said to "exhibit the vast superiority of the old 
school, and are a standing reproof of the modern, revo-
lutionary spirit." Undoubtedly Dana was referring to the 
reform activities of Holyoke and his colleagues. According 
to this conservative clergyman, the function of sacred music 
was to be "solemn, dignified, and chaste ••• its business 
is equally rational and pious, dignified and delightful." 
The speaker praised the efforts of the Essex Musical 
Association to improve the state of church music and 
remarked further that this organization was the first "of 
any considerable extent, which has been formed for this 
purpose." He concluded the oration by urging that the 
works of Handel, Burney, Arne, Madan, and Milgrove, along 
with "those American authors who have imbibed their spirit," 
be brought into general study and use. 
The next year, Leonard Woods gave the address at the 
annual meeting.9 He commenced by analyzing the nature and 
function of sacred music, and by describing and evaluating 
9Leonard Woods, A Discourse on Sacred Music, delivered 
before the Essex Musicai Assoc1at1on-at their ann1versary 
meet1ng~oxford, Sept. 10, 18o4 (Salem: Joshua Cusfiing,l804 ). 
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the various kinds of music then in general use. Although 
Woods' address was neither so extensive nor so learned as 
Dana's, he nevertheless expressed current thought when he 
said: "There is a frivolous, effeminate, and highly arti-
ficial kind of music, which debases the dignity and stains 
the purity of sacred worship." Further, he stated that 
sacred music demands a simple, grave, and solemn 
style. If this Musical Association can, in any 
measure, cure the false, extravagant taste, which 
has prevailed in America-and give currency to ideas 
and compositions suited to the end of sacred music, 
an obligation will be conferred on society, which 
all will have reason to acknowledge. 
The Essex Musical Association, which succumbed 
of unknown causes in 1805, may be considered the prototype 
of the county and regional societies which spread over the 
state before 1820. Although the reform movement had not 
yet become particularly widespread or articulate in the 
first decade of the nineteenth century--the Boston situation 
being a good case in point--the publication of these col-
lections and sermons by members of the Association 
undoubtedly helped to hasten the establishment of the 
European style throughout the region. 
Only one other county society was found to be active 
in the earliest years of the century, but the surviving 
evidence of this group gave little indication that it was 
dedicated to reform. 
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II. THE HAMPSHIRE MUSICAL SOCIETY 
Northampton was the principal commercial and cultural 
center of western Massachusetts around the turn of the 
century. During these years, several collections of music 
were published in that town, among which were the 
Northampton Collection 2f Sacred Harmony by Elias Mann, 
Jacob French's Harmony 2f Harmony, and Solomon Howe's 
Worshipper's Assistant. With so many collections and 
musicians at hand, the presence of an active musical 
organization in the community is not surprising. 
The first notice of the Hampshire Musical Society 
appeared in the Hampshire Gazette on August 24, 1798, and 
stated that the next meeting of the society would be held 
in Northampton on September 5. No mention of this society 
was found earlier, even though the newspapers were carefully 
searched back as far as 1795. The society could well have 
been in existence in 1797, however, because the paper was 
published only sporadically during that year. Perhaps the 
members of the group had gotten used to doing their business 
without the necessity of public notices, and only late in 
1798 did they begin to advertise their meetings. From that 
year, notices appeared from time to time until October of 
1802. Apparently the society held irregular meetings in 
the spring, winter, and fall, and called an annual meeting 
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each October. These gatherings were held in various towns: 
Chesterfield, Williamsburgh, Goshen, and Whitely were 
frequently designated as places of meeting. The annual 
meeting was usually held in Northampton. 
The only person who can be connected directly with 
the society was one Benjamin Parsons, who was its secretary 
throughout its existence and who signed all the announce-
ments. Nevertheless, it can be safely assumed that most 
of the county's leading musicians probably took an active 
interest in the group. The notices for the annual meetings 
of 179$ and 1799 both indicated that a lecture would be 
heard in connection with the regular business.10 The 
identity of the speakers was not disclosed, nor is there 
any record of these sermons having been published. 
One of the most important activities of this society 
was the publication of the American Musical Magazine.ll 
Separate numbers of twenty-four pages each were issued 
10Hampshire Gazette, Oct. 10, 179$, and Oct. S, 1799. 
11Full title: The American Musical Magazine, or, 
Repository of Sacred MUSic. PUblished under the Direction 
of the Ham8snire Musical Societ~ (Northampton:-Andrew 
Wright, 18 0-1801). This perio ical should not be confused 
with a monthly magazine of the same name that was published 
in New Haven, Connecticut, by Amos Doolittle and Daniel Read 
in 17$6. See Plate IV for photocopies of the title page and 
the first page of this publication. 
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from October, 1800, until sometime in 1801. One of the 
press notices for the musical society in 1800 listed certain 
tunes that were to be practiced before the next meeting, 
which was to take place on October 29. It also advised the 
members that the music could be found in the first number 
of the magazine, which"· •• will be out of the press by 
the time of the meeting."l2 A later announcement revealed 
that the second number would be ready by December 31, 180o.13 
Numbers three and four, which completed the first volume, 
were published in 1801. Copies of these latter two numbers 
were located in the Forbes Library of Northampton. Each 
number contains twelve tunes by such native composers as 
Uriah K. Hill, Harwood, KnapCp?], and Elias Mann. Reformers 
Nahum Mitchell and Bartholomew Brown of Plymouth County are 
also represented. The name, ncapin," appears twice in the 
third number; perhaps this refers to Andrew or Samuel Capen, 
both of whom were composers and active participants in the 
Old Stoughton Musical Society during those years. There is 
one offering by Billings, the tune "Deerfield," and one 
excerpt from the Lock ~~spital Collection. One selection 
was ascribed to the Italian composer Giardini, whose music 
12Hampshire Gazette, Oct. 6, 1800. 
13Ibid., Dec. 24, 1800. 
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was popular in England. 
On the last page of the fourth number, the following 
announcement appears: 
Our Patrons will doubtless recollect, that the publi-
cation of the Musical Magazine, was begun under rather 
unfavorable circumstances;--the novelty of the under-
taking, together with other almost insurmountable 
obstacles, rendered the prospect dubious. The en-
couragement which we have received, however, if not 
equal to our most sanguine expectations has, at least, 
been such as to induce us to continue the work. The 
Magazine will in the future, be published semi-
annually •••• 
It is not known whether any more numbers of this now-rare 
Magazine were issued; certainly none were located anywhere 
in the various libraries and historical collections in 
Massachusetts. 
The music represented in the magazine reflects the 
contemporary tastes: much of it is in the fuguing style, 
but a few European selections were included, along with 
music of the earlier American reformers. Two secular "odes" 
were included; one was "A Tribute to Washington" by Hill, 
and the other was an "Ode to Science" by the same composer. 
Below the tune, "Adoration," by Nahum Mitchell, a footnote 
states, "the treble (isJ always to be sung by a woman's 
voice·" 
The last recorded meeting of the Hampshire Musical 
Society was held on October 29, 1$02. Newspapers were 
searched for the next three years without finding further 
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notices. Even though this group was .probably not as influ-
ential as some of the other regional societies, its 
existence demonstrates that even the sparsely populated 
western half of the state could also make its contribution 
to musical culture. In later years, when emigration both 
to the rich farmlands of Ohio and to the industrial cities 
of the Atlantic seaboard was taking its toll of the young 
people, western Massachusetts did not seem to keep up with 
the musical growth of the eastern half of the state. 
III. THE MIDDLESEX MUSICAL SOCIETY 
From about 1807 until about 1$12, the musically-
minded inhabitants of several small towns in the extreme 
northern portion of Middlesex County sustained an organ-
ization which wielded an enormous influence upon the growing 
reform movement. Its members came from such hamlets as 
Dunstable, Tyngsboro, Pepperell, Townsend, and Groton, and 
some of them probably hailed from nearby New Hampshire 
communities. Although the Middlesex Musical Society was 
one of the most important of these regional organizations, 
chiefly because of its numerous publications, next to 
nothing is known about its size, its membership, or its 
year-by-year activities. No newspapers were published in 
that section of the state during those years, and additional 
records of the society have eluded all attempts at 
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discovery. It is inconceivable that no additional evidence 
of this important society's existence is available, but at 
this writing only its publications can be discussed. 
Owing to their proximity to the commercial and 
cultural centers of New Hampshire, the members of the 
society came under the influence of that state's musical 
leaders far more than those of Massachusetts. Pichierri 
pointed out that the reform of church music had been in 
progress in New Hampshire for about a decade before it 
reached a similarly well-defined stage in Massachusetts.l4 
Ten years before Boston's Handel and Haydn Society was 
formed in 1Sl5, Concord, New Hampshire, had its Handellian 
Society. In 1S07, the Handel Society of Dartmouth College 
was founded, and in the years following, several additional 
New Hampshire communities supported active societies. The 
chief force behind this state's early reform was John 
Hubbard, a professor of mathematics and natural philosophy 
at Dartmouth College. He was an enthusiastic amateur 
musician who possessed a prodigious knowledge of European 
music and musicians.l5 
14Louis Pichierri, Music in New HamJshire 1623-lSOO 
(New York: Columbia Univers~ty Pres~l~6o , pp. 21!=2~ 
15see Pichierri, QE• cit., pp. 161-174, for a 
biographical sketch of Huobard: 
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Hubbard's famous Essay££ Music was delivered 
before a meeting of the Middlesex Musical Society in the 
village of Dunstable on September 9, 1807.16 After its 
publication, this document immediately became the intel-
lectual rallying-point for the vicious attacks upon 
American music which followed in the next few years. 
Hubbard's statements gave the movement its voice, its 
philosophical basis, and its specific objectives. His 
influence was traced in several subsequent documents on 
the subject, and it is probably safe to state that this 
pamphlet was the single most important statement of the 
reform movement prior to the major treatises of Lowell 
Mason and Thomas Hastings, who did not do their most 
important work until after 1820. 
At the outset, Hubbard conceived of music as both an 
art and a science. As an art, nit depends upon the power, 
abilities, and genius of the writer ••• it cannot be 
limited or restricted within any particular rules." As a 
science, 
it is regulated by measure, harmony, cadence, accent, 
mode, &c. Science may invent good harmony, agreeable 
measure, flowing and easy cadence; but genius only can 
give force and energy to music. 
Incipient Victorian sentimentality and romantic 
theories of the divine inspiration of genius were 
16Boston: Manning and Loring, 1808. 
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illustrated by Hubbard's remarks with regard to a passage 
from Handel's Samson. Concerning such harmonies and 
melodies, 
the writer cannot hear them without tears, they 
penetrate the deepest recesses of our hearts, nor 
can we hear them without feeling a sympathetic 
emotion. 
Genius, however, must be tempered by discipline. 
Knowledge of the rules of harmony and much practice in 
their application are necessary before the scientific 
requirements of the art can be fulfilled, since these rules 
are almost completely determined by mathematical principles. 
Word-painting and musical imitations of the text 
next came under Hubbard's careful scrutiny. Such devices, 
said he, rr. • • are a burlesque on common sense, and a 
species of musical buffoonery .rr As a particularly bad 
example, he chose an American tune from an early edition 
of ~ Village Harmony, which displayed fast-moving 
contrapuntal passages in the indigenous style, and had a 
melismatic figure on the word "laugh." Hubbard stated 
that the great ~uropean masters did not generally attempt 
such imitations on particular words, but were content to 
mirror and heighten the mood of the more general ideas of 
the text. An example from Handel's "L'Allegro and Il 
Penserosorr illustrated this point. 
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The climax of the essay consisted of a savage attack 
upon the prevailing American idiom of the time: 
We come to the style called bombastic ••• it 
consists in laboured notes and stra1ns, disconnected 
with any exalted ideas; or in attempting to communicate 
some low idea which cannot be expressed by notes. In 
this style, our unfortunate country has been peculiarly 
fruitful. Almost every pedant, after learning his eight 
notes, has commenced author. • • • On the leaden wings 
of dullness, he has attempted to soar into those regions 
of science, never penetrated but by real genius. To the 
great. injury of religion, this kind of music has been 
introduced into our places of public worship. • • • 
Among the most prominent faults of this style, we 
may reckon the common fuge. 
Hubbard considered that the American fuguing-tune 
had two major shortcomings. First, the simultaneous 
sounding of different words tends to distort the sense of 
the text. Only great masters of genius like Handel, Purcell, 
Croft, and Arnold had been able to use the contrapuntal 
choral style to good advantage. Second, the American 
fuguing-tune can never excite devout feelings, since the 
style comes not from traditional religious sources, but 
from secular catches and glees and works like the Beggar's 
Opera. "From the midnight revel," thundered Hubbard, 
from the staggering Bachanal (sic), from the profane 
altar of Comus they have stolen and prostituted air, 
and, with sacrilegious hands, have offered it in the 
temple of Jehovah. Such profanation must wound every 
feeling heart. Devotion ever assumes a dignity. It 
cannot delight in the tinkling bustle of unmeaning 
sounds. 
Despite the vehemence of this attack, Hubbard 
conceded that some American composers have written music 
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which demonstrates an "agreeable and appropriate style," 
and a few have even "reached the sublime." This con-
cession, however, did not erase the import of the earlier 
remarks. The gauntlet had been thrown, and the reform-
minded clergy and musicians now had a definitive and highly 
persuasive document upon which to base their own arguments. 
Quotations from this essay appeared in several subsequent 
critical documents, and in the next few years, the reform 
movement took on a strident and near-hysterical character 
which left the native idiom with little chance of survival. 
During the same year, 1807, the Middlesex Musical 
Society published the Middlesex Collection, £!, Ancient 
Psalmody Revived.l7 The foreword stated that 
the tunes here introduced ••• are recommended for 
their antiquity and more by their intrinsic excellence. 
They are, in most instances, reduced to their primitive 
style. • • • 
By the use of the term, "primitive," the compilers certainly 
did not mean rrcrude" or "American," especially with 
Hubbard's pronouncements still ringing in their ears. For 
the most part, the tunes were of European origin, Handel 
being well-represented, but mostly set forth in an extremely 
simple, three part, note-for-note fashion. Little counter-
point was employed, and the harmonies were written in a 
smooth-flowing, academically correct style. With so little 
17Boston: Manning and Loring, 1807. 
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rhythmic or melodic variation or contrast, the over-all 
impression is one of blandness and chaste austerity. 
This solution to the problem of church music was 
not unique to the time, although the Middlesex Collection 
probably represented its most extreme manifestation. By 
harking back to the pre-fuguing-tune days, the reformers 
attempted to introduce a kind of music which would be 
acceptable to them, and which also would be capable of 
acceptable performance by choirs and congregations. 
Obviously, American musicians were not yet ready for the 
major choral works of Handel, Purcell, Croft, and Arne, 
which were often talked about but only very rarely heard 
in this country. Other contemporary collections also 
promoted the old, plain psalmody: Bartholomew Brown's 
Bridgewater Collection,lS Elias Mann's The Massachusetts 
Collection of Sacred Harmony,l9 and Samuel Willard's 
Deerfield Collection of Sacred Music20 all espoused, to 
some degree, the return to the simple but ffcorrect" style. 
lSFull title: Columbian and EuroTean Harmony:£!, 
Bridgewater Collection of Sacrea-MuslcBoston: Thomas 
and Andrews, 1802). --
19Boston: Manning and Loring, 1807. 
2~orthampton: Graves and Clapp, [1808]. 
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As might be expected, many choirs which had been 
exposed to the delights and challenges of their native 
contrapuntal idiom did not wholeheartedly accept what 
must have appeared to be a step backwards. The Middlesex 
Collection did not attain the popularity of many other 
publications of the day, but was nevertheless well enough 
received that a second edition could be published in 1808, 
followed by a third in 1811. 
Three other discourses which were addressed to the 
Middlesex Musical Society also found their way into print. 
The first was delivered by an attorney, Solomon Kidder 
Livermore, at a meeting in Pepperell on May 17, 1809.21 
This speaker focussed upon the need for technical proficiency 
in the scientific rules of harmony. Melody, said he, is 
more a product of genius, an expression of the spirit that 
does not depend for its excellence upon the intellect. 
Harmony, on the other hand, requires not only "brilliancy 
of genius,n but "refinement of taste, soundness of judgment, 
and mathematical and philosophical knowledge." 
Becoming more specific, Livermore branded the greater 
portion of American composers as "quacks" who have nfor a 
long time infested the community ••• unable to originate a 
musical idea, and without ingenuity sufficient to arrange 
2lon the Practice Qf Music (Amherst (N .H.J: Joseph 
Cushing, I'So"9'}. 
tones melodiously." Their music he likened to "noxious 
weeds" and "sour grapes" that set the teeth on edge. 
Following this denunciation, the speaker abandoned 
his metaphors and made a plea for the recognition of those 
few American musicians ''who have made diligent and 
laborious application to the study of harmony, and have 
acquired correct knowledge of its principles. rt Some of 
these, however, have "· •• rendered themselves highly 
reprehensible by plagiarism, and by derangement of the 
works of others."22 These individuals should be rebuked 
and chastened, but not wholly discredited, for America 
should strive to build her own musical culture instead of 
having to depend forever upon the masters of Europe. 
The use of instruments in sacred music was defended 
by Livermore, since they tended to be more accurate in 
pitch and rhythm, and could provide needed support and 
guidance for the voices. Finally, women were also urged 
to take part in the singing not only for the betterment of 
their souls, but also so that the treble parts could be 
"performed in their proper altitude." 
The Rev. Samuel Worcester, pastor of a church in 
Salem, a former student of John Hubbard, and himself the 
22For an interesting discussion of the rampant 
plagiarism of this era, see Irving Lowens, "Andrew Law and 
the Pirates," Journal of the American Musicological 
Society, XIII (1960), pp.~6-233. 
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compiler of Christian Psalmody, was the author of An 
Address 2£ Sacred Musick, delivered before the Middlesex 
Musical Society, and the Handel Society of Dartmouth 
College, at~ joint meetin~, held at Concord N.H. , 
S,eptember 19, 1810.23 According to Pichierri, a public 
concert was given in connection with this joint meeting.24 
Some of the tunes performed were ". • • 'Old Hundred,' 
Giardini's 'Cambridge,' Anthem, 'Arise Shine 0 Zion,' by 
Williams, the Chorus from Handel's 'Grand Hallelujah,' 
etc.n25 
This joint meeting had a tragic atmosphere, for 
Hubbard had died about five weeks previously in the midst 
of plans for this assembly. The societies, determined to 
fulfill the wishes of their departed leader, held the 
meeting as scheduled, where they heard a moving eulogy 
for Hubbard in the peroration of Worcester's address. 
Predictably, the main part of the address followed 
Hubbard's philosophies. The history and function of 
sacred music were exhaustively treated at the outset. 
What made this document unique was the fact that Worcester 
did not hesitate to name specific individuals and 
23Boston: Manning and Loring, 1811. 
24Pichierri, 2£• cit., pp. 169-172. 
25rbid., quoted from a review in the New Hampshire 
Patriot for September 25, 1810. 
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collections of music that he considered to represent both 
the best and worst examples of church music. The purity 
of style in the Middlesex Collection was praised, and the 
efforts of Connecticut composer-compiler Andrew Law were 
thought to be meritorious and worthy of encouragement. 
On the other hand, Worcester lamented that many 
people seemed to prefer the "light and jingling fugues of 
an Edson or a Read" to the "sterling compositions of a 
Handel or a Giardini." Edson and Read were two American 
survivalists of the Billings school who had not yet succumbed 
to the mounting pressures for change.26 The "false 
flourishes" and "glaring colours" of their music were 
denounced, and to Worcester they personified all that was 
''cheap and tawdry" in sacred music. 
Musical societies were especially lauded by the 
speaker because they provided the chief means for bringing 
good music into use and for bringing the attention of the 
public to its merits and purposes. 
Levi Woodbury was the author of the final surviving 
address on sacred music delivered before the Middlesex 
Musical Society. It was entitled An Oration, delivered at 
26For an analysis of Read's musical idiom and his 
personal philosophy of music, see Irving Lowens, "Daniel 
Read's World: The Letters of an early American Composer," 
Notes (Music Library Assn.), IX (March, 1952), 
pp. 233-248. 
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Hanover, !.H., Aug. £1, 1Sl2, Before the Handel, Middlesex, 
Handelian(sicJ, and Central Musical Societies.27 All 
except the Middlesex Society were New Hampshire groups, 
and all owed their musical loyalties to the ideas of the 
late John Hubbard. Woodbury's remarks were somewhat 
different from the other addresses; the entire first part 
of this one was devoted to a long exposition of Greek and 
Roman esthetic theories. A great many Latin quotations, 
especially from Quintillian, were interspersed throughout. 
In general, it was concluded that music, at least church 
music, is defective unless accompanied by a text, that is, 
pure instrumental music is not suitable for religious 
purposes. In addition, the text and the music must be 
mutually complementary, the ideas and moods of one 
augmenting and heightening the other. 
Care must be taken that the powers of music are 
not used for evil purposes. All the feelings and passions 
are capable of being aroused by music; thus not only can 
feelings of religious devotion be engendered, but the 
"Asiatic voluptuary" can be rendered even more debauched 
through music. 
These ideas illustrate not only current philoso-
phies which gave to music ethical and moral powers, but 
27Amherst, N.H.: Richard Boylston, 1Sl2. 
they also betray an anti-classical bias. The emphasis 
upon feelings, the rejection of abstract instrumental 
music, and the idea that musical sounds can arouse 
162 
specific emotions--all these pointed toward the dawning 
romantic era, with its solid achievements as well as its 
digressions into Victorian sentimentality. Summing up 
his thesis, the speaker stated that 
••• the closer music imitates in sound, the natural 
one imitated, and the stronger that idea revived by 
the sound resembles the one expressed by the words--
so much the more rapid and deep the impression; the 
more fully it achieves the end proposed, and hence in 
its kind is the nearer allied to perfection. 
Woodbury concluded his remarks on an optimistic note: 
a new golden era in church music seemed to be dawning in 
America, said he, through the efforts of musical societies 
and their leaders to introduce a correct and dignified 
style of music into the worship services. 
The reform activities of the Middlesex ~usical 
Society seem to have been somewhat in advance of the rest 
of Massachusetts; it was not until after 1e10 that the 
movement gained momentum elsewhere with the establishment 
of county and regional societies in the southern and 
western portions of Massachusetts. 
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IV. THE FRANKLIN COUNTY MUSICAL SOCIETY 
Franklin County spans the Connecticut River north 
of Springfield in western Massachusetts, and extends to 
the Vermont-New Hampshire border. An agricultural area 
of small towns and farms, the county never developed a 
thriving industrial establishment, and remained for many 
years something of a backwater, unmarked by great edu-
cational, political, or cultural achievements. The shire-
town of Greenfield, however, acquired a weekly newspaper 
as early as 1792, and much of the region's social, 
economic, and political business was conducted in its 
pages. 
The first notice of a musical nature appeared in 
the Franklin Herald on December 27, 1$14: 
F.M.S. 
Notice is hereby given, that a meeting of the 
Musical ~ociety of the County of Franklin will be 
hold(sicJ at the house of Charles $tearns, inn-
holder in Shelburne on Wednesday the 4th day of 
January next at one o'clock P.M. 
All permanent choristers in the county, public 
instructors of music, and members of any similar 
society are respectfully solicited to attend. 
By order of the Society, 
G. S. Olds, Sec. 
No account in the papers was found which indicated 
when the society had been organized. Subsequent notices, 
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of which there were four during 1815, were worded in 
practically the same fashion.28 Thus the possibility 
exists that the society had been formed earlier, but did 
not advertise its meetings publicly in the press. 
Two meetings held on January 4 and February 22, 
1815, were followed by regular quarterly meetings through-
out the next five years. These were usually scheduled in 
public houses in the various towns of the county. Heath, 
Charlemont, Deerfield, Buckland, Conway, Colram, Wendell, 
Ashfield, Shelburne, and Greenfield were all chosen as 
meeting places during the six-year period. The Rev. G. S. 
Olds was secretary until early in 1817, at which time a 
Mr. William Bull began to sign the notices. The last few 
notices early in 1821 were signed by Elias Taylor.29 
On September 5, 1815, the Herald reminded the 
members of a meeting scheduled for September 20 at 
Deerfield. They were also urged to "recollect that an 
amendment to the constitution has been proposed." In 
addition, the ministers of the county churches were 
"respectfully requested to give notice of the meeting to 
their respective congregations." 
28Franklin Herald, Feb. 21, June 13, Sept. 5, and 
Oct. 24, 1815. 
29rbid., Feb. 13 and May 29, 1821. 
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On December 22, 1818, the Herald announced that 
the next meeting would be held at a tavern in Charlemont. 
Members were requested to practice certain tunes from 
Select Hymns adapted to Music, copies of which could be 
had at Bull's store. The members were also requested to 
conform rr. • • to the directions for expression in the 
Deerfield ~·" 
The last-named publication was the work of a 
Deerfield pastor, Samuel Willard. According to Metcalf's 
biographical sketch, Willard graduated from Harvard in 
1803, and taught at Exeter Academy and Bowdoin College 
before coming to Deerfield in 1807.3° At Deerfield, he 
was especially active in reforming the church music. He 
organized singing schools, directed the choir, and restored 
the "old, stately tunes."3l He also composed all the tunes 
in a book entitled Regular Hymns, in addition to his work 
with the Deerfield Collection. Metcalf said nothing about 
the Select Hymns mentioned in the 1818 press notice; since 
a copy of this publication was not located, the identity of 
its compiler or composer is not known. 
30Frank J. Metcalf, American Writers and ComJilers 
of Sacred Music (New York: The Abingdon Press, 1925 , 
pp. 173-176. 
3lrbid. 
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Willard's Deerfield Collection of Sacred Music 
Q2mpiled ~ the ~ approved Authors of ancient and 
modern times is a small, oblong volume containing plain 
tunes, mostly in three parts, from Croft, Madan, Williams, 
and Tans'ur, among other lesser known Europeans.3 2 
Although williams and Tans'ur were proscribed in certain 
circles as English "primitive" composers, Willard 
apparently saw value in their music; in any case, no 
fuguing-tunes were included. All the tunes are plain and 
simple in character, even if some of them do not conform 
to the most academic rules of harmony. 
Willard was also the author of two published 
addresses, the first of which was entitled The Use and 
Design of ~acred Music, in~ Discourse preached March 19, 
1811, ~ ~ Musical Lecture ~ Greenfield.33 The content 
of the lecture revealed that a Hubbard-style reform in 
psalmody had only recently reached western fvlassachusetts. 
Speaking to what must have been the final meeting of a 
singing class, Willard said: nrt is hoped, that the 
change which has lately been made in the style of your 
psalmody, will meet with the ready concurrence of all ••• ·" 
32Northampton: Graves and Clapp, (1808]. 
33Greenfield, n.p., 1811. 
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An effective and knowledgable speaker, Willard subscribed 
to the idea that the old, slow, plain psalmody was the 
most desirable for purposes of divine worship: 
Ancient style is incomparably solemn ••• the solemnity 
and in general the pathos of a piece of vocal music is 
exceedingly diminished, if not destroyed by a fuge, or 
by a rapid movement, both of which are characteristic 
of the greater part of our recent compositions. 
As to an ordinary fuge ••• I do not see why it is 
not in the nature of things as great an absurdity, as 
it would be for several preachers to speak at the same 
time on different subjects. 
Another objection to the nfugen was that the minds 
of the congregation 
• • • are more occupied in imag1n1ng or observing how 
the parts, falling in one after another, as they do, 
are brought out together, than they are by the 
sentiment the tune is trying to express. 
In other words, Willard objected to the abstract esthetic 
pleasure which a congregation might experience at the 
time their minds should be fixed upon the sentiments 
expressed in the text. 
that 
In closing, the speaker disclosed the information 
for about thirty years there had rarely been such a 
thing heard in a great part of our churches, as a 
tune of the ancient, regular, simple, moderate style. 
Plainly, Willard was dissatisfied with the indigenous 
music and subscribed wholeheartedly to the reform movement. 
His statements also clearly reflected the bias against 
abstract music noted in other documents of the time. 
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Five years later, Willard preached another sermon 
entitled ~ Expediency and Proper Application of Sacred 
Music: A Discourse, preached at Heath, Feb. 21, 1816, As 
A Musical Lecture.34 By this date, the spectre of the 
fuguing-tune had apparently been vanquished, for Willard 
devoted much of his time to explaining the correct manner 
of singing hymns and psalms. Said he, 
It is not sufficient that we banish those tunes, 
which are absolutely worthless; a mockery of all 
seriousness and common sense ••• there must be 
appropriateness both in adaptation and performance, 
or our singing will be no more to the rarticular 
edification intended, than the words o him, who 
speaketh in ari unknown tongue. 
Warming to his subject, the speaker stated that each 
composition requires a different mode of performance, since 
each has its own peculiar emotional effect. Citing the 
writings of the English hymnologist Calcott, Willard said 
that every one of the seven notes of the scale, major or 
minor, has a peculiar effect unto itself. Further, he 
stated that 
••• those melodies in the major mode, which move 
principally between Dominant and Tonic above it, that 
is, in the upper fourth of the octave ••• have a most 
inflexible character of the cheerful kind •••• 
Those melodies in the major mode, which move chiefly 
in the lower and mid regions of the octave ••• are 
usually pensive. 
34neerfield: Graves and Wells, 1$16. 
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Other types of melodies were also analyzed in a 
similar manner, and Willard urged that music and text be 
mated according to these principles. 
Elsewhere in his discourse, Willard made a plea 
for a wider knowledge of the principles of good singing. 
He stated that in most churches, only a few individuals 
commonly sustained the congregational singing, while 
Christian duty demanded that all participate in the 
singing of Psalms. In order to diffuse knowledge of the 
art more widely, a visionary scheme was propounded that 
was not to come to pass until a later generation: 
Those, who have children, capable of attaining the 
art, should consider it an indispensible part of 
education; no more to be omitted, than arithmetic 
or writ~ng. --
Although neither of these discourses was delivered 
before the Franklin Musical Society, and although Willard's 
name was not associated with the Society in the sketchy 
evidence available, it seems unlikely that he would have 
kept aloof from its activities. More probably, like 
several other active reformers in Massachusetts, Willard 
may have been responsible for the founding and directing 
of the organization. In the absence of further infor-
mation about the society, however, it is by no means certain 
who its leaders were. The several references to the clergy 
in the press notices lend credence to the supposition that 
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the organization may have been dominated by the ministers 
of the county who were interested in improving the music 
of their respective churches. 
After 1819, the meetings of the Franklin Musical 
Society became more and more irregular: no notices were 
found for the summer and fall of 1820, and only three 
notices appeared from January to May, 1821. After that 
time, the society appears to have ceased its operations 
and no further mention of it was found in any source. 
V. THE NORFOLK MUSICAL SOCIETY 
Norfolk County, which lies just to the south and 
west of Boston and extends some thirty-odd miles to the 
Rhode Island line, spawned its county musical society in 
December, 1814, about one month earlier than the first 
recorded meeting of the Franklin Musical Society. The 
founders of the Norfolk Society earned the gratitude of 
the present-day historian in that they saw fit to publish 
an article in the local newspaper which contained not 
only the report of the founding of the new society, but 
also its entire constitution: 
NORFOLK MUSICAL SOCIETY 
Agreeably to previous notice a number of gentlemen 
from nine towns in the County of Norfolk met at the 
court-house in this town(DedhamJ, on Monday, the 
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fifth of December, for the purpose of forming a county 
singing society. After the meeting had been duly 
organized and opened by prayer, the fQllowing 
Constitution was unanimously adopted.J5 
There followed a preamble which made a predictably 
florid statement that the society would be dedicated to 
the improvement of its members in the understanding and 
performance of church music. The body of the constitution 
was more interesting in its well-considered organization, 
however, and it was extremely valuable in that it set 
forth, in minutest detail, the specific aims, activities, 
and duties of the group. 
Article I made known that the Lock Hospital, 
Middlesex, and Bridgewater collections, along with the 
eleventh edition of~ Village Harmony"· •• shall be 
considered as standards; and shall serve to mark the style 
and character of the music, which the Society will practice 
and encourage." These collections, eapecially the first 
three, contained only the plainest, easiest, and most 
academically "Correct 1 psalm-tunes and 8.nthems, chiefly in 
three parts. Even the later editions of the once-
indigenous Village Harmony had become increasingly eclectic 
and oriented toward the European style. 
35Dedham Gazette, Dec. 23, 1$14. 
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Membership in the society was open to "any person 
who possesses a sufficient knowledge of musick, to be 
able to sing a plain tune by note, and to any minister of 
the Gospel who may reside in Norfolk County." The 
officers consisted of president, vice-president, secretary, 
treasurer, librarian, chorister, and two vice-choristers. 
The duties of the first five officers were entirely 
administrative, the musical responsibilities having been 
entrusted to the choristers. The chief chorister was to 
direct the entire singing assembly, and the two vice-
choristers were to lead "the two parts of the musick 
usually accompanying the air, namely, the treble, and 
~·" 
The constitution stated that the annual meeting 
would be held in rotation in the various towns, 
"• •• according to the number of members from these 
respective parishes." This affair was to be open to the 
public, and was to take place on the first Monday in 
October, after the music had been practiced at a previous 
general rehearsal. During the rest of the year, the 
society was to be split into regional divisions of 
several parishes each, which would meet from time to time 
for the purpose of"· •• becoming familiar with musick in 
general, and particularly with those pieces which are to 
performed at the Annual Meeting." 
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Article XVII of the constitution stated that 
females shall not be considered as active and 
responsible members of the Society. But all females 
possessing the musical qualifications. • • (stated 
above J shall be invited to attend as honorary and 
assistant members. 
It is altogether likely that this society was 
conceived and organized by a group of clergymen 
dissatisfied with the music in their churches, because 
the slate of officers elected at the first meeting showed 
an overwhelming preponderance of clerics: the Reverends 
Stephen Palmer, Thomas Noye, and Ralph Sanger became 
president, vice-president, and secretary, respectively; 
the Reverends Joshua Bates and John White became 
chorister and vice-chorister. The military was repre-
sented by Gen. George Ellis who was elected treasurer, 
and by Capt. Asa Gowen who was chosen to be one of the 
vice-choristers. Plain Mr. Ebenezer Fairbanks was 
relegated to the thankless job of librarian. 
The newspaper article concluded with an announcement 
that a list of tunes the society would undertake to study 
would be available for all who might be interested in the 
venture. In 1815, the annual meeting was held in October, 
as scheduled in the constitution.36 It took place in the 
town of Randolph, and the Rev. John Pierce of Brookline 
36Ib~., Sept. 22, 1815. 
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was engaged to deliver the discourse. These annual 
meetings were all-day affairs. Routine business would be 
disposed of at a morning meeting, and new officers would 
be elected for the ensuing year. In the afternoon, a 
formal procession would parade into the hall or meeting-
house, and the assembly would sing the prescribed music, 
taking time out for the installation of officers and for 
the sermon of the guest speaker. Not scheduled in the 
formal announcements of these meetings, but probably no 
less important to the participants and their families 
were the picnic lunches, the exchanges of gossip, and the 
festive atmosphere of a country outing which undoubtedly 
accompanied the more serious musical and religious matters. 
No surviving copies of addresses delivered before 
the Norfolk Musical Society were discovered; however, a 
musical lecture delivered in Wrentham in 1$17 by Thomas 
Williams, a pastor from Foxboro, spoke well of the 
society and its work.37 In the first part of his address, 
Williams recalled the sharp attacks of Hubbard as he 
denounced the npainful and pernicious abuse and perversion" 
which characterized most of the prevailing church music. 
He lamented that 
37Thomas Williams, A Discourse, at a Public Meetins 
of the Singers, in the North Parish in wrentnam, 13th May, 
I817\Dealiam: Abel" D.Alleyne, 1817):- -
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the kind of music and the manner of performance which 
have for many years prevailed in this country, have 
not the least regard to sentiment and entirely defeat 
the important design of singing praises unto God. 
The musical duties of the congregations had not 
only been perverted, but neglected as well, for Williams 
said that rrvery small is the number who sing praises to 
God, when it is compared to the whole number." With 
respect to the progress that was being made, the speaker 
stated that 
an extended and successrul eftort to promote the 
proper performance of psalmody has been made in New 
England within a few years. At first here and there 
a single person was engaged in respect to this object, 
and by their exertions some little impression was 
made. • • • At the present time several numerous and 
extensive societies are formed and engaged to promote 
the decent and devout performance of psalmody. A 
society for this purpose has been estab~ished in th1s 
county and ha~ commenced its operations with a pleasing 
prospect of success. Very lately waters of life in 
respect to sacred music have been flowing into this 
part o£ the country and begin to animate and purify 
our religious assemblies •••• 
This is the object of the Norfolk Musical Society 
and they call upon every parish to unite and assist 
in their exertions. • • • Should this plan excite 
proper attention and receive deserved encouragement, 
the psalms of our congregations may soon be raised to 
a degree of excellence of which we have at present no 
conception. 
Clearly, the society had much work to do, and the 
subsequent history of the organization shows that it did 
indeed exceed all expectations. 
I 
!· 
l 
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Since many of the local newspapers in the files 
of the Dedham Historical Society were missing for the 
years 1816-1818, there is no record of an annual meeting 
for 1816. The sporadic files for 1817 and 1818 yielded 
a few notices, however. On December 12, 1817, the Gazette 
reminded the members of a special meeting in Milton on 
Christmas day of that year, and on October 5, 1818, the 
annual meeting was announced. This gathering was to 
feature a guest speaker, although neither his identity nor 
the place of meeting was disclosed. 
A notice in the Gazette for February 19, 1819, 
listed the tunes which were to be learned before the next 
annual meeting: eight were from the Old Colony Collection, 
four were from !a! Village Harmony, and two were from the 
Messiah, "from the 89th to the 93d page, 'I know that my 
Redeemer liveth,' and the chorus, 'Worthy is the Lamb.'" 
The choice of this music shows that the singers had 
advanced a long way from the simpler tunes of the col-
lections mentioned in the constitution of 1814. The use of 
the ~ Colony Collection and excerpts from the Messiah 
indicated that the society had almost become a full-fledged 
oratorio chorus, and had obviously outgrown the plain psalm-
tunes of the Middlesex Collection. The Q!£ Colony 
Collection, the contents of which are described in detail 
elsewhere in this chapter, represented full adherence to 
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the classical European style, since it contained only 
three and four-part anthems and oratorio excerpts from 
Handel, Haydn, Purcell, Boyce, Chapple, and many others. 
At least three divisions of the society were active 
at one time or another. The Gazette announced that the 
"Western Division," located in the Wrentham-Walpole area, 
would meet on May 19, 1819.3 8 Members were requested to 
practice certain anthems from the ~ Colony Collection 
and some selections from the Messiah. In 1820, the 
"Upper Division" was requested to meet on August 20 in 
.Medfield, and the "Lower Division" was notified to meet 
at Milton on September 19, "• •• both for rehearsal of 
the music, selected to be sung at the Annual Meeting.rt39 
The program for this assembly--which turned out to 
be a choral concert modeled after the concerts of Boston's 
Handel and Haydn Society--was printed in Boston's musical 
periodical, !h! Euterpei~, on October 21, 1S20, and shows 
the kind of music that the former psalm-tune society had 
now become able to perform: 
38Ibid., May 17, 1819. 
-
39nedham Villa~e Register and Norfolk County 
Advertiser, Aug. 4, I 20. 
0, Come let us Sing 
It is a good thing 
Sing, 0 Heavens 
PART I 
Lord of All Pgwer and Might 
Almighty God4 
Welcome, Mighty King 
PART II 
0 Lord God of Israel 
Praise the Lord 0 my Soul 
Who can express 
Blow the Trumpet in Zion 
Strike the Cymbal 
Welcome thou Day of Rest 
Happy beyond Expression 
0 .c .c. 
0 .c .c. 
0 .c .c. 
0 .c .c. 
0 .c .c. 
0 .c .c. 
w.c. 
0 .c .c. 
0 .c .c. 
0 .c .c. 
0 .c .c. 
Mitchell 
Leach 
LChappleJ 
tchapplej 
CBoyceJ 
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Cwm. Maso~ 
tMozartJ 
CHandel: Saulj 
t?J 
tchapplej 
tchapple~ 
Cvol. IIl[PurdayJ 
CPucitta" 
CBridgewater Coll.?J 
CBridgewater Coll.?~ 
Names of composers were not included in the announce-
ment, but the table of contents of the Old Colony Q£!-
lection supplied most of them. The identity of nw.c.n is 
not entirely clear; it was probably not the old Worcester 
Collection, but may have been an English import known as 
Williams' Collection. The composers, Mitchell and Leach, 
the first an American, the second English, were both well 
represented in the Bridgewater Collection, although it is 
possible that these tunes had found their way into other 
compilations by this time. The announcements previous to 
this annual meeting indicated that the society had been 
busy practicing selections from the Messiah; the absence 
of this music on the program probably meant that the 
40An excerpt from Mozart's Magic Flute, popularly 
known as the air, "Isis and Osiris,n arrangeo for four-
part chorus. 
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choir was not yet ready to perform Handel's choruses in 
public. Moreover, the selections on the program were not 
the most difficult ones represented in the ~ Colony 
Collection. Nevertheless, the transition from psalmody 
to oratorio had been effected, and several similar 
concerts were given in Dedham during the next few years, 
despite the £act that no more notices were found pertaining 
to the Norfolk Musical Society. 
The fact that a permanent choral society did not 
come into being in Norfolk County following the success o£ 
the county society can probably be blamed upon the 
relatively small and scattered population of the area, and 
the proximity of its larger towns, such as Dedham and 
Randolph, to such musically active centers as Boston, 
Dorchester, and Stoughton. These communities all possessed 
active musical societies in the 1820's, which probably 
attracted the more talented singers o£ the old Norfolk 
Society after its demise. 
Sacred concerts were presented in Dedham during 
1821, 1822, and 1823, even if a formal musical society did 
not seem to be in evidence during those years. Although 
an account of these performances belongs more logically 
to the next chapter of this study, it is nevertheless 
included here in order to demonstrate more clearly the 
complete transition from the earlier era of the regional 
society to the new era of the oratorio choir. 
The Dedham Village Register of March 2, 1821, 
announced that 
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the singers belonging to the several societies C i.e. , churches l in the first Parish in Dedham, will 
have a public performance of Sacred Music, at the 
Meeting-House of said Parish, on Wednesday evening, 
the 14th of March current. Mr. S. P. Taylor will 
preside at the organ, Mr. Ostinelli will perform on 
the violin, and Mr. Rowson on the trumpet: and they 
will be assisted by other eminent instrumental 
performers. It is expected that Oliver Shaw of 
Providence will sing some of his favorite airs and 
songs. 
The program, which was also printed in this 
issue, showed that the singers of Dedham had made con-
siderable progress even from the previous fall meeting of 
the Norfolk Musi~al Society. Some of the selections were 
the same ones from the earlier program, but several new 
numbers had been learned, including a chorus or two from 
the Messiah. No review was found for this concert, but 
another similar program was given later that year, which 
elicited this review in the Euterpeiad: 
THE DEDHAM ORATORIO 
On a former occasion, we noticed the personal 
exertions of a number of Amateurs resident in the 
county of Norfolk. • • • The oratorio C i.e. , 
concert of sacred music~ of Tuesday evening the 13th 
inst. consisted of a selection of pieces. from the 
most celebrated authors, in the highest style of 
oratorial t sicl composition. We question the policy 
of attempting these sublime effusions without the 
indispensible expediency of many critical rehearsals, 
particularly with the orchestral accompaniments, nor 
can we omit expressing our conviction of the necessity 
such rehearsals require, when so little dependence can 
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be placed upon an orchestra who could neither 
displa! nor feel the conceptiOns of the greatest 
musica luminaries of the age. • • • Such a palpable 
neglect of public expectation, merits the highest 
degree of reprehension. We have neither inclination 
or room to express our disappointment in the 
orchestral department, and have only to observe, that 
the failure of this exhibition of sacred music is not 
to be imputed to the vocalists •••• 4i 
A reviewer in the Dedham Village Register had other 
complaints: 
We could wish that it were customary that those 
who exhibit in public, should calculate upon producing 
a greater effect by concealing a little more the 
machinery by which it is to be produced. Much is lost 
by the protracted delay with which exhibitions in 
general are attended, and by which expectation becomes 
fatigued and anticipation is disappointed. There is 
in general so much preparation going on while the 
company are in anxious expectation, that the per-
formances become tedious and lose much of their 
interest. The custom of beating time with one's hand 
or book too, though very common, is awkward in the 
extreme. If time must be noted by an auxiliary of 
this kind, let it be done out of sight, and not in 
the very face and eyes of those who look up to the 
performers as better proficients than themselves •••• 
We cannot conclude without congratulating the public 
upon the increased attentio~ to sacred melody which 
so generally obtains •••• 42 
At least no one seemed to find fault with the 
singing, so it can be safely assumed that that aspect of 
the Dedham performances was not too far below the standards 
which were being established by Boston's Handel and Haydn 
Society. 
41The Euterpeiad, Nov. 24, 1821. 
42nedham Villa~e Register and Norfolk County 
Advertiser, Nov. 16, 82!. ---
With achievements like this, the demise of the old 
Norfolk Society was probably nothing more than a logical 
development: its objectives, as stated back in 1814, had 
largely been achieved. Singers had been weaned away from 
fuguing-music and had become able to perform, with some 
degree of proficiency, the classical European literature. 
That much of this music found its way into the churches 
cannot be questioned; presumably, the clergy had become 
more satisfied with the music performed every Sunday 
morning, thus the compelling reasons for the establishment 
and continuance of the Norfolk Society had lost much of 
their force, and its members and leaders turned to other 
pursuits. 
VI. THE ESSEX SOUTH MUSICAL SOCIETY 
After the dissolution of the old Essex Musical 
Association in 1805, Hehr reported no subsequent similar 
community organizations in the area until the Essex South 
Musical Society was formed late in 1814.43 A Salem 
Baptist Singing Society gave a few public concerts of 
tunes, mostly from !h! Village Harmonz, from 1809 to 1815, 
but its influence appeared to be local, and largely 
43Hehr, 2£• ~., pp. 223-227. 
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confined to the Baptist Church. 
By a strange coincidence, the Essex South Society 
had its first quarterly meeting in January, 1815, within 
a month both of the founding of the Norfolk Musical 
Society and the Franklin County Musical Society. Just 
why these three organizations chose this particular 
season of this particular year to commence operations is 
not clear. In any case, the functions, purposes, and 
modes of operation of the three groups were strikingly 
similar, and their existence must have reflected a common 
state-wide interest in improving the church music through 
the agency of this kind of organization. 
Membership in the Essex South Society was limited 
to residents of the south district of Essex County, which 
included the towns of Salem, Beverly, Danvers, Wenham, 
Gloucester, Manchester, Marblehead, Lynn, and Lynnfield. 
A report given at the October, 1817, Annual 
Meeting, and reprinted in the Salem Gazette on May 1, 1818, 
stated that this society, in common with its sister groups, 
had also been sparked by the clergy of the district 
desirous of improving the musical standards of their 
respective churches.44 The report went on to outline the 
44Ibid., p. 397 • 
............ 
purposes of the group: 
The Committee beg leave to call the attention of 
the Society distinctly to the simple object of their 
association. It is by no means the same as that of 
the Handel and Haydn Society of the Metropolis, to 
perform on great occasions only--to a ticketted 
assembly--& in oratorios--and in rare and difficult 
anthem pieces--and with performers of eminent talents. 
Our object, however, is in no degree less important 
than theirs. • • • It is, to awaken the zeal and 
improve the taste and talent in our respective 
parishes. This is to be effected partly by improving 
ourselves in the Sacred Art, and imparting that 
improvement to the singers with whom we are connected; 
but the greatest benefit may be expected from exciting 
the zeal and emulation of the choirs in our respective 
parishes. This has been and may be effectually done 
by our quarterly visits. The expectation of a visit 
will lead a choir to hold meetings, and in some cases 
at least to open a school to be prepared. Some 
special impulse it has always been found, is necessary 
to move a choir to animated exertion. • • • The 
Committee are of the opinion, that the selection of 
music for a quarterly meeting should always be such, 
as the choir of a parish may by due exertion be 
prepared to perform. This may consist of a considerable 
number of the best tunes, for ordinary use in public 
worship, together with 0ne or more anthems or pieces, 
appropriate to some of those occasions which the year 
presents to every parish.--After this statement of 
past success and of the means and hope of still 
greater, it is incumbent Qn the Committee to urge upon 
all the members of this Society the importance of 
steadily prosecuting their object, till it be generally 
attained •••• 
Quarterly meetings were held in various parishes of 
Salem, Lynn, and Beverly during the four years of the 
society's existence. True to form, the meetings usually 
consisted of singing and sermons. A.variation in the 
pattern occurred in that the local parish choir was 
always invited to join with the society in the rehearsal 
and performance of the music, in order to exert a more 
direct influence upon the individual singers of the 
parish. Many of these meetings turned out to be 
"oratoriosrr in fact, if not in theory, and by 1818, 
visiting musicians from Boston and all the good female 
singers in the area were also taking part. 
The Salem Gazette was generous in its reviews; at 
the annual meeting of the Foreign Missionary Society on 
October 2, 1816, the music provided by the Essex South 
Musical Society reportedly did 
full justice ••• to the venerable Old Hundred. The 
Solo, "How beautiful are the feet of them," was 
delightful; and the closing chorus, "Lift up Ye heads 
0 ye Gates~" was performed with great spirit and 
accuracy.4/ 
The two latter compositions mentioned in this report are 
both from Handel's Messiah, and both can be found in the 
first volume of the ~ Colonz Collection. 
The same news item lauded the efforts of the 
society, and stated that 
much remains to be done, and we know of no mode 
better calculated to produce the desired effect, 
than that of an association, extending through many 
religious societies, and occasionally uniting with 
particular choirs, and thus exciting emulation and a 
desire of attaining excellence in taste and execution. 
45salem Gazette, Oct. 4, 1816, quoted in Hehr, 
2.E. ill. ' p • 23 0. 
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The address on this occasion was delivered by the 
Rev. Abiel Abbot, and was later published.46 It proved 
disappointing, however, because the speaker's remarks 
were directed entirely to the Missionary Society, and 
contained not one word about music. Whether any other 
of the several sermons delivered before the musical 
society were published is not known. In any case, none 
have been located, thus the intellectual orientation of 
the group is not completely clear. From all available 
evidence, however, the aims and objectives of the society 
appear to have been in harmony with the prevailing reform 
movement. 
The combined efforts of the society and the local 
choir at a public service in Salem's North Church in May, 
1818, resulted in several press comments. The organ 
playing of Mr. Cooper of Boston was deemed excellent 
beyond expression, and the singing was well received by 
the audience for its "pure, chaste, and well-accented" 
qualities.47 The entire production was hailed for its 
demonstration of how the musical tastes of the public had 
improved, after having had to put up so long with "the 
46Abiel Abbot, A Discourse, delivered before the 
Missionart Societ: 2f Salem and vicinitt' and the Essex 
South Mus~cal Soc~ety, Oct. 2, 1816 {Sa em:-T.-rrusliing, 1816}. --- - ----
47Hehr, 2£• ~., p. 232. 
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VII. THE OLD COLONY MUSICAL SOCIETY 
Plymouth County, otherwise known as the "Old 
Colony," extends south and east of Boston along the 
Atlantic coast as far as Cape Cod. The original settle-
ment of Plymouth had long since become superceded by 
other seaports which enjoyed the advantage of larger and 
deeper harbors, and the population center of the county 
had shifted to the region nearest to Boston. 
In the unfortunate absence of any original records 
or newspaper accounts--no newspapers were published in the 
area before 1835--the story of the Old Colony Musical 
Society remains confined here to a few facts about one 
man and one collection of music. 
Bartholomew Brown was a Harvard graduate of 1799. 
He became a school master and a singing teacher who 
centered his activities in the northern part of Plymouth 
County around the towns of Bridgewater and Abington.47 
He was the compiler of several important collections, the 
first of which was ~ Columbian and European Harmony, or 
Bridgewater Collection 2f Sacred Music.48 An early 
reform publication, the first edition of this book 
contained only twenty-eight American tunes to over 100 
47Metcalf, 2E· cit., pp. 150-152. 
48Boston: Isaiah Thomas and Ebenezer T. Andrews, 1802. 
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European examples. Most of the American music was 
composed by Brown himself or by his collaborator, Nahum 
Mitchell. A few native tunes by Elias Mann, Wood, 
Oliver Holden, and lesser-known figures were also in-
cluded. An altered version of Billings' "Jordan" 
appeared in the early editions, but was dropped after 
1810. The European tunes came from a variety of imported 
sources, such as Dixon's Collection, Williams' Collection, 
and the Lock Hospital Collection. 
Fully conscious of the reform character of this 
volume, Brown stated in the preface that 
none will object that the music is too dull and 
antiquated; for, after passing through all grades of 
improvement, men will at last come to admire the old 
slow church music; and will consider the use of Old 
Hundred and Windsor, as evidence of a correct taste. 
The collection went through three editions, each 
larger than the last, until 1810, at which time the name 
was changed to Templi Carmina, 2£, Bridgewater Collection. 
By this time, most of the American tunes had either disap-
peared or else they had been "corrected." Through more 
than two dozen editions to 1839, the book kept pace with 
changing tastes. It enjoyed immense popularity among 
musical societies and church choirs throughout the region, 
and at least one society, the Templi Carmina Society of 
Sutton, Massachusetts, adopted its name. 
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Brown was also the apparent leader of the Old 
Colony Musical Society, which existed in the Bridgewaters 
and Abington between about 1814 and 1818. The Reverend 
Dan Huntington was its president, an indication that here, 
too, the clergy were interested in improving sacred 
music.49 Nothing was found concerning the group's year-
by-year activities, but undoubtedly its most important 
act was to publish the Q!! Colonl Collection of Anthems 
from 1814.5° No mere psalm-tune assemblage this, the 
large volume contains airs, duets, trios, anthems, and 
choruses from Handel's Messiah, Judas Maccabeas, Israel 
in Egypt, ~' and Joshua.51 Selections of a similar 
character by Webbe, Chapple, Boyce, Purcell, and other 
English and continental composers are also represented. 
The "hit" of the volume was Pucitta's rrStrike the Cymbal," 
which vied with Handel's "Hallelujah Chorus" in frequency 
of performance by the fledgling oratorio choruses of the 
state.52 Another favorite was Luther's "Judgment Hymn," 
49Bradford Kingman, History of North Bridgewater 
(Boston: published for the author, ~66), p. 329. 
50Boston: Manning and Loring, 1814 ~ !!!9,. 
51s:ee Plate V for photocopies of the tables of 
contents from Volumes I and II of the Old Colony Collection. 
52see Plate VI for the first page of this anthem and 
for several additional pages from Volume I of the Old 
Colon! Collection. Reproductions are about two-thirds 
actua sJ.ze. 
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an arrangement of a German chorale, complete with alter-
nating solo and ensemble passages and a trumpet obbligato. 
The typography of this volume was also something 
new to American music publishing. Although English 
imports were familiar enough in New England by 1814, most 
of the American publications, with the exception of the 
local edition of the ~ Hospital Collection, had 
appeared in the familiar and compact oblong format of 
the tune-book. The Old Colony Collection is about twice 
as long and wide as the psalm-tune books, and the format 
is much more spacious and easier to read. No longer is 
the ttairtt in the tenor part; at long last, the melody is 
entrusted entirely to the trebles, although in practice a 
few men probably doubled the part an octave lower to aid 
the chronically thin women's sections. The "countern part 
is now designated nalton in a few places, although it was 
usually written an octave higher than its sounding pitch, 
and was invariably performed by men. 
Instrumental accompaniments show a variety of 
treatment in the collection; probably most of them were 
reprinted exactly from the English sources. Sometimes a 
full keyboard accompaniment would be provided; at other 
times only a bass line, figured or unfigured, appears. 
Rarely were wind and string parts specified; the instru-
mentalists were expected to double the voice parts and the 
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keyboard accompaniment. In the absence of a pianist or 
organist the winds and strings would sustain the entire 
instrumental line. 
Beginning in 1814, the collection was published 
in separate numbers of approximately twenty-four pages 
each. After eight numbers had been published, all were 
bound together and issued as a complete volume. The 
earliest copy found bound in this manner was dated 1818. 
The second volume, which contained Handel's Dettingen Te 
Deum and two choruses from Beethoven's Mount of Olives 
- _..-....;;;..;....;...;;. 
among lesser known works, was also issued in 1818. It 
seems likely, then, that the first volume had been 
completed before 1818, and may have been issued in its 
bound form as early as 1816. Second and third editions 
of both volumes followed in 1819 and 1823, respectively. 
The importance of the Old Colony Collection in the 
growth of choral societies in New England cannot possibly 
be overestimated; it became the standard text for 
practically all of the musical societies of the time, at 
least until it was supplemented and superceded by the 
publications of the Handel and Haydn Society in the 1820's. 
More easily accessible and cheaper than foreign col-
lections, the~ Colony Collection provided a wide variety 
of the less extensive and complex examples from the 
classical literature which seemed to find wide acceptance 
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in New England. As such, this volume comprised a sort 
of transitory stage between the simpler psalm-tunes and 
anthems contained in the many tune-books of the time, 
and the American editions of the complete oratorios of 
Handel, Haydn, King, Neukomm, and many others which 
followed in the next decades. 
The Handel and Haydn Society of Boston, in its 
earlier days, entered into an agreement with the publish-
ers of the Old Colony Collection whereby the society 
assumed some responsibility for selecting and editing the 
music. In 1818, the Handel and Haydn Society became an 
equal partner in the venture, and by 1821 the Boston 
society had taken over the full responsibility, probably 
owing to the demise of the Old Colony Musical Society. 
Bartholomew Brown, who was probably responsible for the 
first numbers of the collection in its early stages, was 
also a charter member of the Handel and Haydn Society; 
thus the change in publishers was very likely an orderly 
and logical development. 
Outside of New England, the popularity of the col-
lection grew to such proportions that a young bank teller 
from Savannah, Georgia--Lowell Mason by name--stopped off 
in Plymouth, Massachusetts, during his search for a 
publisher for his own collection of church music. Finding 
that the Old Colony Musical Society was no longer active, 
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he was directed to Boston and the trustees of the Handel 
and Haydn Society, where an agreement was drawn up which 
ultimately proved to be enormously beneficial to both 
parties.53 
Plymouth County apparently did not support any 
more important musical societies in later years. Only 
the local church choirs seemed to be especially active, 
but a short-lived Calcott Singing Society in North 
Bridgewater--the town which later became Brockton--was in 
existence around 1827, and a Union Harmonic Society gave 
concerts in Bridgewater in 1835.54 
VIII. OTHER REGIONAL SOCIETIES 
Evidence of only two other musical societies which 
could possibly fall into the regional category were found. 
A Templi Carmina Society of Sutton held an annual meeting 
in that town on September 18, 1822.55 The Millbury 
branch of this society was reported by the town historian 
to have existed from 1820 to 1822.56 Nothing more was 
53charles ~. Perkins and Johns. Dwight, Historr 2! 
the Handel and Haydn Society of Boston, Massachusetts 
~ston: Alfred MUdge and Son~ 1883-93), pp. 81-82. 
54 Kingman, !2£.. ill· 
55Nationa1 Aegis, Sept. 4, 1822. 
56centennia1 Histor~ of the Town of Mi1lburr (Millbury, Mass.: publishe under-t~irection or=a 
committee appointed by the town, 1915), pp. 202-203. 
discovered about either of these groups. 
A St. David's Musical Society held meetings in 
Newton and Framingham around 1816. The Columbian 
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Centinel of Boston carried a few announcements of meetings 
during this year, as reported both by Smith and Johnson.57 
Smith reported that the society was "• •• well sustained 
and gave many popular concerts in Newton and neighboring 
towns.n 
For the other counties and regions of the state, 
no evidence of musical societies was found before 1820. 
That such may have existed is certainly possible; 
however, their importance was probably not as great as 
those described in these pages, because such publications 
as they might have sponsored, or such significant musical 
or educative activities that they might have engaged in 
would certainly not have escaped notice in newspapers, 
town histories, or other sources. 
IX. CONCLUSION 
The county and regional societies of Massachusetts 
were the most active and most successful of all the musi-
cal organizations outside the Boston area up to about 
57s. F. Smith, History of Newton, Massachusetts 
(Boston: The American Logotypelrro., 1880), p. 756; 
H. Earle Johnson, 22• cit., p. 290. 
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1820. Their activities took chiefly the forms of 
(l) publications of music, (2) publication of sermons, 
lectures, and essays, (3) regular meetings at which the 
members learned a "correct" style of music by rehearsing 
the music and by hearing sermons of local or visiting 
persons, and (4) public concerts or exhibitions. 
Evidence showed that most of these groups were organized 
and directed either by the clergy or by relatively well-
educated men who had come into contact with European 
culture. Membership in these societies was usually 
limited to (1) choir directors, singing school teachers, 
or other semi-professional musicians, (2) amateurs who 
possessed some musical knowledge and technique, and 
(3) members of the clergy. 
Examination of the publications of music showed 
that the first stage of the reform movement manifested 
itself in a return to the old, plain psalmody of the pre-
fuguing-tune days. The Middlesex Collection, the 
Bridgewater Collection, and the books of Holyoke and 
Kimball which were dedicated to the Essex Musical 
Association, were probably the most important of these 
early reform publications. Judging by the music in the 
American Musical Magazine, which was published by the 
Hampshire Musical Society in 1800 and 1801, the reform 
movement had not yet reached western Massachusetts at the 
time it was being felt in the north-eastern part of the 
state. 
The Q1& Colony Collection, published jointly by 
the Old Colony Musical Society and the Handel and Haydn 
Society of Boston, was the single most important American 
compilation which appeared in the decade 1$10-1$20. This 
collection represented the final break with the indigenous 
church psalmody and gave choirs an entirely new kind of 
literature which was culturally acceptable in the face of 
the current bias against American music, yet lay within 
the capabilities of a good American choir. The Old 
.......... 
Colony Collection was one ef the major sources of 
literature for the choral societies which developed 
throughout New England soon after 1$20. 
Ministers and professional men delivered lectures 
before meetings of these societies which advanced the 
intellectual bases for the reform movement. Evidence from 
these documents indicated that the reform in Massachusetts 
first reached the level of actual performance in church 
choirs around 1$00 in the north-eastern part of the state, 
through the activities of the Essex Musical Association 
and the Middlesex Musical Society. Efforts of these 
societies were traced to the influence of Hans Gram and 
his disciples in Essex County, and to John Hubbard, who 
was the spiritual leader of the Middlesex Society. 
2~ 
Elsewhere in Massachusetts, clerics were still 
raging against the fuguing-tune as late as 1816. 
Evidence has shown that the activities of the county 
organizations in the Essex South district and in Franklin 
and Norfolk counties evidently served to bring the musi-
cal standards up to a satisfactory level by about 1820. 
In Norfolk County, in particular, it was found that the 
musicians had become able to rehearse and perform 
selections from the Messiah and European anthems from 
the Old Colony Collection. 
An examination of sermons and lectures delivered 
before meetings of the county societies revealed that 
certain points were repeatedly emphasized. The authors 
were unanimous in expressing a dissatisfaction with the 
native church music on the grounds of its contrapuntal 
nature, its lack of solemnity and dignity, its 
"unscientific" harmonies, and its failure to express the 
sentiments of the texts. In the early years of the 
century, the speakers advocated a return to the old, 
plain psalm-tunes of a bygone era. Later, however, all 
European music, especially the works of Handel and other 
English composers of sacred music, was praised. Between 
1810 and 1820, or after the fuguing-tune had been 
banished from many areas, the speakers began to demand a 
refinement of the new style: they pointed out that text 
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and music must be mutually compatible in terms of the 
mood expressed by the words. They also believed that the 
practice of sacred music demanded a proper devotional 
attitude on the part of the performer. This attitude was 
to be wholly religious in nature: pure esthetic enjoy-
ment was thought to be contrary to the purposes of 
devotional music. As a result of this attitude, the 
tunes became simpler, more homophonic, less interesting 
and challenging from a purely musical standpoint. 
Public concerts did not become a regular activity 
of the regional societies until late in the decade, or 
after the performances of Boston's Handel and Haydn 
Society had become famous throughout the region. 
Evidence seemed to indicate that the constitutions and 
the administrative machinery of these societies did not 
lend themselves well to the presentation of frequent 
public concerts. These groups usually held only quarterly 
and annual meetings, and no provision was made for more 
frequent rehearsals, or for professional musical direction. 
Nevertheless, several of these societies managed to give 
creditable performances that were modeled upon the 
concerts of the Handel and Haydn Society. Generally, 
however, after the regional societies had accomplished 
their original purposes, they tended to lose their 
momentum and gradually gave way to the newer choral 
societies. 
2~ 
The next two chapters of this study are devoted 
to the rise of choral societies, a development that can 
be considered another, more mature stage in the develop-
ment of a ~uropean musical culture in America. 
CHAPTER V 
CHORAL SOCIETIES IN THE BOSTON AREA 1815-lSJO 
The foregoing chapter has described the reform move-
ment in American church music through the activities of the 
various regional musical societies which had been organized 
specifically for that purpose. The accomplishments of these 
groups were many and varied, not the least of which was the 
encouragement they gave to singers and instrumentalists to 
extend their musical interests and abilities beyond the 
limits of simple church psalmody. As these amateur musicians 
became familiar with the simpler European literature, their 
desires were whetted to become able to perform the great 
classical oratorios. The next step, then, was the develop-
ment of community choral societies which could assemble the 
extensive resources necessary to mount a full-scale oratorio. 
By the time most of these groups came into being, the 
violent agitation against American music had largely sub-
sided; native composers had either been persuaded to change 
their ways, or they had retreated to remote areas, out of 
reach of the reformers. The community musical societies 
could henceforth devote their energies to the refinement of 
the European style which had triumphed over the native 
idiom. The second and third decades of the nineteenth 
century were spent learning and performing the masterpieces 
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of Handel and Haydn, which had always been greatly admired, 
but rarely heard, ever since William Selby had first intro-
duced them to Boston audiences more than thirty years 
earlier. 
The purpose of this chapter is to investigate the 
establishment of these new kinds of societies. They can be 
looked upon as a more mature manifestation of the same 
reform movement that had begun in the previous century, but 
which only now was able to reach a relatively productive 
stage. The new era began in Boston in 1815 with the 
founding of the Handel and Haydn Society; hence this chapter 
must necessarily begin with the events which led to the 
formation of the greatest musical society of them all, even 
though it entails the restatement of some already published 
findings. In the light of preceding and succeeding 
developments, however, it is hoped that some of these facts 
will take on a new significance, and will serve to clarify 
more exactly the important role that the Handel and Haydn 
Society played in the history of music in Massachusetts. 
I. THE NEW MUSICAL ERA IN BOSTON 
In comparison with the achievements which were made 
before 1815 by such organizations as the Middlesex Musical 
Society, the Essex Musical Association, and the various New 
Hampshire societies inspired by John Hubbard, the Boston 
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situation seems, at first glance, to have been rather dis-
organized and without direction. Nevertheless, the reform 
activities of the church choirs and their directors, the 
independent compilers and publishers, and the European 
musicians ultimately proved to be enormously fruitful and 
enduring. However, a catalyst was first required before 
these forces could be gathered together and their energies 
directed toward a common goal. This catalyst appeared in 
the figure George K. Jackson, who arrived in Boston in 1812. 
!h! Establishment 2f ~ Handel and Haydn Society. 
The advent of Dr. Jackson was amusingly chronicled by 
Johnson, who placed great value upon the work of this 
irascible English organist.1 After his arrival in September, 
1Sl2, he followed the local custom by immediately seeking 
the acquaintance of the town's leading musicians, the 
Graupners, James Hewitt, and Francis Mallet. He was engaged, 
at a sufficiently high salary, to serve as organist of the 
Brattle Street Church--Hans Gram's old position--although 
Boston's inadequate instruments were certainly no match for 
someone who was used, by his own admission, to the best 
London had had to offer. Mrs. Graupner had retired from the 
stage a year or two before, but remained active by teaching 
and by singing at miscellaneous benefit concerts. Her 
lH. Earle Johnson, Musical Interludes in Boston 1795-
1S30 (New York: Columbia University Press, 194!), pp. 7~; 
pp. 201 f£. 
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repertory included popular English songs and glees of the 
genre, "Softly waft ye Southern Breezes," but she would, on 
occasion, essay some of the simpler and more familiar Handel 
arias. Johnson noted a meteoric rise in the musicianship of 
both Mrs. Graupner and Francis Mallet in 1Sl2 and 1Sl3, a 
fact which suggested some extensive coaching on the part of 
Jackson.2 
Boston must have been quite ready for someone of 
Jackson's accomplishments, for barely a month had passed 
after his arrival when the !!! England Palladium ef October 
20, 1Sl2, informed the populace that Dr. Jackson's Oratorio 
"• •• is now in a state of great forwardness, and will be 
publicly performed next week."3 He was to be assisted in 
the performance by "members of the Theatrical Band (Mr. 
Graupner, leader), by Mrs. Graupner, and a large number of 
the first vocal and instrumental amateurs of both sexes in 
this place." On Thursday evening, October 29, 1S12, the 
"most important musical event of the century thus far" took 
place, according to Johnson, and the program itself set the 
pace for the subsequent flowering of oratorio in New England: 
2~., p. 79. 
3Ibid. 
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A GRAND SACRED ORATORIO 
Will be Performed at the 
STONE CHAPEL, 
On Thursday Evening, October 29th, 
Under the direction of Dr. G. K. Jackson, assisted by 
the Theatrical Band and many respectable Vocal and 
Instrumental Amateurs of this town. 
Leader of the Band, Mr. Graupner. 
PART I 
Overture 
Recitation, Comfort Ye, Messiah 
Air, Every Valley, Messiah 
Chorus, And the Glory 
Duetto, 0 lovely Peace, Judas 
Maccabeas--
Song, Why do the nations, Messiah 
Chorus, Lift up your Heads, 
Song, Arm, arm ye brave, Judas 
Maccabeas--
Chorus, Break forth into Joy 
PART II 
Overture 
Song, Angels ever bright and fair, 
Jeptha 
Celebrated Bell Chorus, Welcome 
mighty King, Accompanied on the 
Carilons, by Dr. Jackson 
Song, Honor and Arms, Sampson 
Chorus, Happy we the Star, &c. 
Song, 0 Thou tellest, 
Song, The Trumpet shall sound, 
.Messiah 
Chorus, Halleljuah (with Trumpet 
and Kettle Drums) 
Occasional Oratorio 
Mrs. Graupner 
Mrs. Graupner 
Messiah 
by Amateurs 
Mr. Mallet 
Messiah 
by an Amateur 
Messiah 
Sampson [sicJ 
Mrs. Graupner 
Saul 
Mr. Mallet 
Messiah 
Mr. Stockwell 
Messiah 
Doors to be opened at half past 4--Performance to 
commence precisely at half past 5 o'clock. 
A single Ticket, $1--A Ticket to admit a lady and 
gentleman, $1 50--Childrens' Tickets, 50 cents each to 
be had at Dr. Jackson's. No. 18 Pinkney-~treet, and at 
Messrs. Graupner & Mallet's music Stores.4 
The concert was repeated with reduced forces in 
Salem a month later, to the edification and amazement of 
that city, and another undertaking was planned for Boston 
on Christmas Day. The second Boston performance was not, 
however, nsufficiently mature" by Christmas, so it was post-
poned, first until January 29, and finally performed on 
February 2, 1813. Another similar concert was scheduled for 
late March, but the War of 1812 intervened and Jackson was 
summarily whisked off to exile in Northampton for the 
duration of the hostilities. His outspoken manner had not 
endeared him to certain influential elements in Boston, and 
a few of his ill-chosen political remarks proved sufficient 
to brand him as an undesirable enemy alien. Legal action 
was swiftly taken, and he was forced to live away from the 
seacoast during the war. 
His new musical friends, waxing indignant at such 
high-handed treatment, were determined to perform the concert 
at all costs, even if their director could no longer instruct 
them. The rehearsals took on a political tinge, and the 
performance was eagerly awaited by all. The largest and 
"most scientifick" choir in Boston's history finally 
assembled--reportedly about 200 voices-1the best instru-
mentalists in town offered their services, and the resulting 
performance was pronounced an unqualified success. 
Had politics and the austerities of the war not 
intervened, a permanent choral society might have resulted 
from these concerts, all of which were more than enthusi-
astically received by the press and public. As it turned 
out, no more massed exhibitions of this scope took place 
until after Jackson's return in April, 1815. 
The news of the war's end with the Treaty of Ghent 
reached Boston on February 13, 1815, just before a scheduled 
public performance by the Second Baptist Church choir. This 
concert, which took place on February 16, featured many of 
the same selections heard in 1812, and the choir had en-
listed the aid of some of the same soloists and instrumen-
talists. Occuring at this auspicious time, the concert 
turned out to be something of a celebration, and was followed 
on Washington's birthday, February 22, by a hastily-planned 
Jubilee that utilized much of the already-prepared music.5 
5A full account of these events is presented in 
Charles C. Perkins and JohnS. Dwight, History of the Handel 
and Haydd Societt of Boston, Massachusetts (Boston:-Altred 
Rllage an Sons, 8~-1893), pp. 35-39. 
Immediately after this latter celebration, which 
reporters described as "the best music ever performed in 
Boston," agitation for the establishment of a permanent 
choral society reached a fever pitch; meetings were held, 
ideas were discussed and mulled over, and the aid of all the 
prominent musicians in the area was sought. Finally, in 
April, a constitution was drawn up and the first rehearsals 
were called. 
The statement of the society's purpose in its 
constitution recalls similar statements by the regional 
musical societies elsewhere in Massachusetts: 
The Handel and Haydn Society will combine and select 
members from the choirs of the several congregations 
in this metropolis and will extend to gentlemen 
properly qualified from towns in this vicinity. It 
is contemplated to practise the compositions of such 
European masters as have been most eminently great in 
their works of sacred music, and it is intended to 
perform gratorios for the general improvement of the 
science. 
This society differed by emphasizing public per-
formance from the beginning, but the ideas of selective 
membership and self-improvement had obviously carried over 
fro• the purposes and activities of similar groups. 
Col. Thomas Smith Webb was the first president; in 
addition to possessing a fine singing voice, he was 
6Perkins and Dwight, 2£• ~., pp. 39-40. 
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apparently an ideal administrator, able to reconcile opposing 
forces and to pacify the artistic temperaments which often 
threatened to hinder the society's progress during its 
early and difficult years. Elnathan Duren, a well-known 
singing teacher and leader of the Park Street Church choir, 
was also a charter member. Other early leaders were Amasa 
Winnchester, Matthew Parker, and Nathaniel Tucker--all 
influential Boston business and professional men who had 
made music their avocation. Gen. H. K. Oliver, Salem's 
unofficial musical leader during the next two decades, and 
Bartholomew Brown, from Plymouth County, were among the 
nproperly qualified" gentlemen from out-of-town who took an 
active interest in the organization. 
The new society was fortunate in having a ready-made 
orchestra at hand for the accompaniments. Gottlieb 
Graupner's Philharmonic Society had been meeting regularly 
for about six years, and the dozen or so instrumentalists 
who comprised the group had become familiar with the 
classical style of Haydn, Pleyel, and Pergolesi.7 Although 
the Handel and Haydn Society did not hire the Philharmonic 
Society in toto for its performances, most of the musicians 
--
figured prominently in the affairs of both societies. 
7see Johnson, 2£• cit., pp. 120-156, for a full 
account of the history of"tlie Philharmonic Society. 
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Soloists like Mrs. Graupner, Mr. Stockwell, and Mr. Mallet 
had been well coached by Jackson, so the society had a 
good reservoir of talent which could be advantageously 
drawn upon. 
Jackson himself did not take an active part in the 
early activities of the society for several reasons, as 
outlined by Johnson. 8 First, political feeling was still 
high, and it is possible that the trustees did not wish to 
jeopardize their community support by engaging a contro-
versial figure. On Jackson's part, it is equally unlikely 
that he would have considered taking part without being able 
to assume full control of the entire operation. Moreover, 
his fees were considered by many people to be unreasonably 
high, and the small budget with which the new organization 
had to struggle probably could not have borne the expense. 
Nevertheless, Jackson made his presence felt in many ways: 
he continued to teach, to concertize, and to play the organ 
and direct his church choir. His critical pronouncements 
upon all things musical were universally respected, if not 
always received with the total obeisance expected of them. 
gibid., pp. 88 ff. See also Perkins and Dwight, 
.Q.E. ill ;;-pp. 40-50. 
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Perkins and Dwight's account showed that the early 
years of the society, in spite of the many circumstances in 
its favor, did not always proceed smoothly. No one person 
seemed to be in complete musical charge: the president was 
the nominal conductor, but the choir soon learned that Mr. 
Ostinelli's violin bow was the most reliable indication of 
cues and tempos. Female singers were in chronically short 
supply during the first few years, and the practice of 
doubling both the tenor and soprano lines at the octave 
carried over from the native church music idiom. A contempo-
rary eye-witness report, as quoted in Perkins and Dwight, 
graphically illustrated some of the problems: 
Defects have been great, and we are surprised that 
they have not been greater. • • • The violins 
apparently played with no confidence in time or tune, 
the chorus was more than once completely thrown out by 
them, and the efforts of the vocal performers were 
completely paralyzed by their want of spirit. The 
trumpet seemed to require painful effort to give it 
utterance, and was frequently behind time. The kettle-
drums were too loud and sometimes out of tune; and the 
performer on the cymbals should have remembered that he 
was not in the open air with a military band. 
In nsurely he hath borne our griefs" the chorus was 
thrown completely out by the orchestra. Much confusion 
ensued in the last chorus of the Creation, when there 
was a clashing in time for a few bars between the 
instruments and the voices. Some examples occured of 
such excessive loudness and stress of voice as to destroy 
all musical tone. The bass was best. The counter tenor 
was mostly given in falsetto, a voice of so little power 
as to be almost lost in the chorus. More treble was 
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desired. • • • 9 
Little by little, however, they learned, and these 
first years were marked by such high points as the first 
complete performances of both Handel's Messiah and Haydn's 
Creation in Boston. In addition to the activities of Dr. 
Jackson and the other knowledgeable musicians of the 
metropolis, several English singers who were acquainted with 
the oratorio style came through town from time to time, 
usually to perform at the theater. Charles Incledon, Thomas 
Phillips, and a Mrs. French attended rehearsals of the 
Handel and Haydn Society, and were often the featured 
soloists at its concerts. The influence of Incledon in 
particular was of the greatest value, and a report of his 
activities at a rehearsal in June, 1818, presents an insight 
into this educative process: 
When the chorus, "For unto us a child is bornn was going 
on, Incledon became impatient, and finally begged the 
president to stop the performance, for, as he bluntly 
remarked, the choir knew nothing about the grand and 
peculiar characteristics of that chorus. He then, by 
request, told the society what he knew by tradition, 
and proceeding to drill the singers, insisted on the 
unexcited progress of the semi-chorus portions till the 
climax was reached with the words nwonderful,n 
ncounselor,n etc., which should burst upon the ear with 
the square and solid strokes of a vast explosion. Of 
this point of contrast, Incledon was strenuous, bringing 
down his uplifted arms and open1eands with resounding strokes on the top of his desk. 
9Perkins and Dwight, ££• ~., pp. 51-52. 
10~ •• pp. 65-66. 
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The first half-dozen years of the society's existence 
were spent chiefly in endless study and performance of the 
choral works of Handel and Haydn. Between five and eight 
concerts per season took place, to which the music lovers 
of Boston flocked, in order to hear and to hear again those 
works which were universally considered to be the most 
sublime examples of creative musical genius the world had 
ever known. 
Publications 2£ ~ Handel ~ Haydn Society. 
Another activity of this society, the importance of which 
has been minimized by most writers, but which nevertheless 
had a very great influence upon musical developments else-
where in the country, was its venture into music publishing. 
One of the first acts of the board of trustees was to 
procure copies of the ~ Colony Collection and an English 
edition of Haydn's Creation. As was reported earlier in 
this investigation, the society gradually took over the 
publication of the ~ Colony Collection from 1816 onward, 
in order to provide itself with suitable literature. In 
1816, Boston publisher James Loring reprinted the entire 
Messiah from a late London edition, under the patronage of 
the Handel and Haydn Society. Haydn's Creation was brought 
out under similar circumstances in 1818. In later years, 
Haydn's ~in ~b, King's Intercession, Neukomm's David, 
and Mozart's ~~£were all issued through the 
patronage of the society. 
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In 1820, the society decided to publish its own col-
lection of anthems. Following the successful pattern es-
tablished by the publishers of the Old Colony Collection, 
the Handel ~ Haydn Society Collection of Sacred Music was 
issued in separate numbers of twenty-four pages each, with 
eight numbers comprising a complete volume. These could be 
purchased separately or bound together. The first volume, 
published by Thomas Badger, was complete by 1821, and the 
second followed in 1823. Volume III was issued in 1827, 
and Volume IV appeared in 1832. 
When the first numbers began appearing, the Euterpeiad 
stated that "in style, form, and workmanship, it exceeds 
anything of the kind hitherto attempted in this country."ll 
Indeed, this is about the first such native publication 
which would not look strange to a modern-day performing 
group. The chorus parts are arranged in the now-convential 
SATB order, usually above a full keyboard version of the 
accompaniment. Figured basses are in evidence only in a 
very few selections which do not contain a fully-realized 
accompaniment. The only hold-over from a fast-disappearing 
era was the usual practice of writing the alto part an 
1820. 
llThe Euterpeiad, 2£, Musical Intelligencer, June 3, 
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octave higher than the sounding pitch. This part was still 
being sung by men, and was so written to conform to the 
notation of the tenor part. Not until Volume IV appeared 
in 1832 was the alto part consistently printed according to 
modern practices, by which time Lowell Mason had presumably 
demonstrated the superiority of the woman's low voice over 
the thin quality of the male counter-tenor. Actually, 
American choirs were not far behind Europe in this respect: 
English choirs employed counter-tenors as late as the 
1820's, and in Germany, boys were trained to sing this part. 
Apparently no one on either side of the Atlantic seriously 
considered the utility of the natural female alto until 
about 1830. 
Instrumentalists were usually expected to fend for 
themselves, as they did in the~ Colony Collection, 
choosing a vocal or accompaniment line which suited their 
instruments. A few selections, however, indicate specific 
instruments for certain parts; "Tallis's Grand Chant,n for 
example, is scored for horns, trumpets, and tympani, with 
organ and string parts doubling the vocal lines.l2 
The contents of the first two volumes of the Handel 
~ Haydn Society Collection 2! Sacred Music are of con-
siderable importance to this study, since these books, along 
12volume I, pp. 144-145. See Plate VII for photo-
copies of representative pages from this volume. 
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Plate VII, continued. Thomas Tallis, "Grand Chant." 
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Plate VII, continued. 
Nature." Haydn, "Lovely is the face of 
------------~~~-----
l\) 
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"' 
Samson. • • • • • • • • • • • • • • 
Air: How willing my paternal 
Chorus: 0 first created beam 
Chorus: To fame immortal go 
Air: Total eclipse 
• • • love 
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• • • • Handel 
Saul. 
• • • • • • • • • • • • • • Air: 0 Lord whose mercies • • • • • • • • 
Handel 
The Seasons • • • • • • • • • • • 
Chorus: Come sweet spring • • • • • • • • 
Haydn 
Intercession • • • • • • • • • • • • • • • • • •• King 
Complete: fourteen numbers, including recitatives, 
airs, ensembles, and choruses. 
Miscellaneous Anthems ~Selections: 
Air: Begin my soul rejoicing 
Chorus: Behold the morning sun 
Air: Fallen is thy throne 
Trio: Fallen is thy throne 
Anthem: Give the Lord the Honor 
Chorus: He sees and he believes 
Anthem: Holy, Lord God of Hosts 
Anthem: My God look upon me 
Chant: 0 all ye nations praise the Lord 
Anthem: 0 Lord who hast taught us 
Anthem: Our Father who art in heaven 
Trio: The Bird let loose 
Anthem: The Lord is my shepherd 
Quartetto: The Saffrom tints of morn appear 
Anthem: They play'd in air 
Air: Tho who lov•st the desert wild 
Anthem: While with ceaseless course the sun 
Quartetto: Winter has a joy for me 
Fiorello 
Morningt2n 
Martini~* 
Martini 
Kent 
Bishop 
Mozart 
Reynolds 
Tallis 
Marsh 
Denman 
Beethoven 
Kent 
Mozart 
Stevenson 
Mozart 
Web be 
Atterbury 
*two arrangements are supplied; one for solo 
soprano or tenor alone, the other with alternating solo 
and choral passages. 
**two arrangements of the same selection. 
The second volume of the collection, which appeared 
in 1823, was of a more varied character than the first; thus 
Table II presents the compositions in the order they appear 
in the table of contents in the book itself. 
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TABLE II 
HANDEL AND HAYDN SOCIETY COLLECTION OF SACRED MUSIC 
Table of Contents, Vol. II. 
Recitative: And Israel saw the great work 
from the Oratorio of Judah, arranged and adapted 
by Gardiner 
Chorus: Arise 0 Judah 
Anthem: Blest pair of Sirens 
Anthem: Blow ye the Trumpet in Zion 
Quartet and Chorus: Blessed is he who cometh, 
from the Requiem 
Duett: Come ever smiling liberty {from the 
Chorus: Lead on, lead on \of Judas 
Chorus: Day of Judgment, from the Requiem 
Air and Chorus: Eternal God, Almighty Power 
from the Oratorio of Judah 
Air and Chorus: Father of Mercies 
Chorus: Father we adore thee, from the 
Oratorio of Judah 
Air and Chorus: Gently Lord, 0 gently lead us 
Anthem: Gloria in excelsis 
Chorus: Glory be to God on High 
Chorus: Holy, Lord God of Hosts 
Duett and Chorus: Hallelujah 
Chorus: How Excellent thy name, 0 Lord, 
from the Oratorio of Saul 
Chorus: Hallelujah, from the Oratorio of Saul 
Chorus: Holy, Lord God of Sabaoth, from the 
Requiem 
Anthem: I have set God always before me 
Anthem: Lord for thy tender mercies' sake 
Air: Lord what is man, from the Oratorio 
of the Redemption 
Quartet and Chorus: Lamb of God 
Chorus: Let their celestial concerts all 
unite, from the oratorio of Samsom 
Anthem: My song shall be of mercy and judgment 
Chorus: Now elevate the sign of Judah, 
from the oratorio of Judah 
Canon: Non nobis Domine 
Air and Chorus: 0, praise ye the Lord, 
adapted by Gardiner 
Haydn 
J. S. Smith 
W. Jackscm 
Mozart 
Oratorio 
Maccabeas 
Handel 
Mezart 
Beethoven 
Wranizky 
Haydn 
Mozart 
Carr 
Mozart 
W. Jackson 
W. Jackson 
Handel 
Handel 
Mozart 
Blake 
Farrant 
Handel 
Mozart 
Handel 
Kent 
Handel 
Bird 
Haydn 
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Air and Chorus: 0 sovereign eternal, 
adapted by Gardiner 
Air: Pious Orgies 
Chorus: 0 Father, whose almighty 
power 
Mozart 
~from the Oratorio of 
lJudas Maccabeas 
Handel 
Anthem: Praise the Lord 0 My Soul 
Chorus: Pharaoh's Chosen captains, from 
the Oratorio of Judah 
Anthem: Rejoice in the Lord 
Duett: Think, 0 ye who fondly languish 
Anthem: The Lord shall utter his voice 
Anthem: Turn ye to me with all your hearts 
Recitative: The host of midian prevailed 
Chorus: The arm of the Lord upon them 
from the oratorio of Judah 
Chorus: With thunder arm'd, from the 
oratorio of Samson 
Duett and Chorus: When lost in wonder 
Anthem: We praise thee, 0 God, adapted by 
Gardiner 
W. Jackson 
Haydn 
Kent 
Clementi 
W. Jackson 
W. Jackson 
Haydn 
Handel 
Web be 
Steibelt 
Neither of these volumes contains excerpts from the 
Messiah or the Creation, since both of these works had 
appeared earlier in American editions. Volumes III and IV 
of the collection followed much the same plan as the first 
two, although there is a noticeable increase in the 
complexity of the music over the years. Volume IV, for 
instance, contains Haydn's ~ 1£ Bb in its entirety, with 
the original Latin text. This volume also contains 
extracts from Beethoven's Mount 2f Olives, Mozart's ~ ~ 
Q complete, and three separate Te Deums of Haydn, Mozart, 
and Kent. 
Of the music in the first two volumes, relatively 
little need be said here: the arrangements seem to be 
reasonably authentic reprints of works that were currently 
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the standard literature of English choral societies. The 
simplified keyboard accompaniments, however, would probably 
not be satisfactory to a modern-day organist or pianist 
accustomed to a more complete reduction of the orchestral 
scores. Some of the Mozart and Beethoven selections were 
taken from secular sources and adapted for choral groups. 
For example, in Volume II, the Mozart selection, "Gently 
Lord, 0 gently lead us," is an adaptation of "Batti Batti" 
from the opera Don Giovanni. In the first volume, the 
Beethoven selection, "The Bird let loose," the first page 
of which is reproduced in Plate VII, is a very unpretentious 
piece. Although the original setting has not been located, 
the uncomplicated, rather plain melody, and the unvaried 
tonic-dominant harmony underlying it suggest a minor effort 
on the part of the composer. Nevertheless, Beethoven's 
enormous reputation had preceded adequate performances of 
his music in this country; the Euterpeiad, in a review of 
this work, stated that "the author explores many of the 
inmost recesses of harmony and melody.rrl3 
Matthew Peter King's oratorio, The Intercession, 
first performed in London's Covent Garden in 1817, found an 
immediate popularity in New England after the Handel and 
Haydn Society first introduced it, both in performance and 
13sept. 9, 1820. 
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in print. Perhaps the best explanation for its popularity 
was given by The Euterpeiad: 
It is more modern and more easy of execution than 
the Messiah or the Creation and the music admits of 
more-rashionable embellishments than they do. The 
choruses have rather the simplicity of the opera. • • .14 
A reproduction of a chorus from this work, "The Multitude of 
Angels," is included in Plate VII. 
Of the other composers represented in the first two 
volumes, the names of English composers--Stephenson, Webbe, 
Kent, and Bishop--appeared most often in choral programs 
during the next years. The adapter, Gardiner, had 
published several English collections of similar works. 
The second major publication of the Handel and Haydn 
s.ociety was the joint sponsorship of Lowell Mason's col-
lection in 1822. After Mason had shown his psalm-tune 
arrangements to the trustees of the society, the manuscript 
was referred to Dr. Jackson for an expert opinion. The 
doctor re-edited some of the selections and added a few of 
his own, after which the whole was pronounced fit for 
publication. The appearance of the Boston Handel and Haydn 
Society Collection£! Church Music, as it was officially 
titled, was widely hailed as the most advanced tune-book of 
its kind, and it immediately found ready acceptance among 
churches and musical societies throughout the country. 
14Feb. 6, 1820. 
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During the first five years, profits amounting to 
$4033.32 were divided equally between Mason and the 
society. The book went through seventeen editions over a 
period of thirty-five years, and Metcalf stated that the 
total income from this venture exceeded $6o,ooo.l5 
This oblong tune-book, which was intended for the 
use of church congregations and choirs, should not be 
confused with the larger and much different Handel and Haydn 
Societz Collection 2f Sacred Music. The latter book, as 
described earlier in these pages, was entirely composed of 
European vocal concert music, while the Handel~ Hazdn 
Societz Collection 2f Church Music consisted of psalm-tunes 
and a few easy anthems. The point is emphasized here 
because some writers have tended to confuse the titles. 
Metcalf discussed Mason's work under the heading, nHandel 
and Haydn Society Collection of Sacred Music,nl6 and 
Johnson stated that a collection of the same name, "a sheaf 
of psalm-tunes" edited by Lowell Mason, was published in 
1820.17 If these scholars had looked at both collections, 
or if they had carefully consulted Perkins and Dwight's 
History 2f ~ Handel and Haydn Societz, the confusion 
15Frank J. Metcalf, American Writers and Compilers 
of Sacred Music (New York: The Abingdon PresST; p. 212. 
16Ibid., p. 211. 
17Johnson, Musical Interludes, 2£• cit., pp. 235-236. 
233 
would not have ensued. It should finally go on record that 
the Collection of Sacred Music was published from 1820, 
while Mason's Collection£! Church Music did not appear 
until 1822. 
The first edition of the Collection of Church Music 
-------
had more than 300 pages, and in later editions it grew to 
contain more tham 400 tunes, along with a varied selection 
of anthems, sentences, responses, and chants--all for 
liturgical use. The large and varied scope of the volume 
probably added greatly to its appeal, since it was emi-
nently useful for any conceivable church function. 
A theoretical introduction, which varied in content 
in different editions, was placed in the front of the book. 
Entitled "An Introduction to the Art of Singing," the 
rudiments of musical notation were explained in the time-
honored American tradition. In the tenth edition, 
published in 1831, the question and answer method was 
employed, possibly as a result of Mason's recent interest 
in new pedagogical techniques. For instance, in the section 
on ornamentation, the question-answer sequence was as 
follows: 
18. What is a shake or trill? 
It consists of a quick alternate reiteration of the 
note above, with that over which the character is 
placed, and usually ends with a turn from the note 
below. 
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Note. The shake is an element both brilliant and 
elegant; but it shoul~ have no place in psalmody, or 
common church music.l 
This example not only illustrates Mason's teaching 
method, but it also demonstrates another facet of the 
reform movement. The older psalm-tune arrangements, both 
European and American, had contained numerous ornaments, 
and the theoretical introductions of the earlier books had 
encouraged the performers to supply their own ornaments 
where none were indicated in the music. Beginning with the 
agitation for the return to plain psalmody in the early 
years of the century, however, ornamentation had pro-
gressively been discouraged to the point that, by 1830, 
only the appoggiatura was considered to be in good taste in 
liturgical music. 
Concerning solmization, it is known that Mason 
preferred the seven-syllable "do-re-mi" system over the 
old, four-syllable "fasola" method. Probably for commercial 
reasons, the tenth edition of the collection expounded both 
methods without apparently showing a preference for either. 
Although the "do-re-mi" system had been made public in the 
Massachusetts Compiler some thirty-six years earlier, the 
old, cumbersome method was evidently still in wide use. 
l8PP• x-xi. 
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Mason took his tunes from a variety of sources. 
All the well-known European composers were represented, and 
the tunes of many native composers were also included. For 
the most part, all the melodies were set in simple, four-
part arrangements, each part on a separate staff, and all 
moving in a note-for-note fashion. Successive editions of 
the collection showed much evidence of continuous revision, 
not only in the selection of the tunes, but also in their 
harmonic settings. The treble part, which carried the 
melody in all cases, was placed directly above the bass 
line, so that an organist or pianist could read the two 
most important lines easily. Thorough-bass figures, not 
always completely accurate, were supplied so that the 
accompanist could fill in the inner harmonies without having 
to read all the lines in their juxtaposed positions. The 
tenor part appeared on the top line, and the alto part--no 
longer called ncounter"--was placed directly below the 
tenor. In the earlier editions, the alto part was written 
an octave above the sounding pitch, but by 1S30 it began to 
appear 12£2, carrying the label, "2d treble." All three of 
the upper parts were notated in treble clef, the tenor 
part, of course, sounding an octave lower than indicated. 
Both the old alto clef and the male counter-tenor voice had 
been consigned to the past, at least in theory.l9 
Perhaps the best way to evaluate Lowell Mason's 
harmonizations and arrangements is to compare several 
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eighteenth-century tunes that appear in his work with their 
original settings from the older sources. 
Plate II shows three versions of the tune, "Mear," 
which Metcalf stated first appeared in Tate and Brady's 
Psalms of 1774.2° The first setting of the tune was taken 
from an unidentified tune book fragment published after 
1790.21 The second setting was copied from the first 
edition of the Handel ~ Haydn Societi Collection 2£ 
Church Music, and the third version came from the tenth 
edition of the same collection. In these transcriptions, 
and in the ones which follow, the melody is placed in the 
treble of Mason's settings, and in the tenor of the older 
versions, in accordance with the practices of the times. 
The oldest version of "Mearn demonstrates a squareness 
and solidity which may have been altered in practice through 
the employment of ngraces of transition," or improvised, 
19see Plate VIII for a photocopy of a page from the 
first edition. 
2~etcalf, £2• £!l., p. 70. 
21This tune book, in possession of the author, lacks 
the first twenty-eight pages. By comparing typography with 
other books, it was determined that this fragment was 
probably published by Thomas and Andrews of Boston, sometime 
after 1790, but before 1800. 
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interpolated notes filling the gaps of some of the melodic 
leaps, especially the frequent leaps of a third. In fact, 
the tune may well have been sung in much the same manner as 
Mason's variant. The only rhythmic irregularity in the old 
version is a reversal of the well-established whole-note-
half-note pattern in the next to last measure. Mason, in 
the interests of complete symmetry, altered this measure to 
conform to the rest of the tune. The parallel motion between 
the bass and alto of the old version is so consistent and 
obvious that it would appear to have been a deliberate 
intention on the part o£ the arranger. Mason harmonized both 
his versions according to European academic practices, and 
softened the melodic contours by numerous passing notes and 
neighboring tones. 
The differences between Mason's two versions of 
"Mearn are slight, but they nevertheless show a tendency in 
the later editions to render the harmonic motion smoother 
than before and to make the lower parts correspond even more 
closely with the rhythm of the melody. 
William Billings' "Jordan,n presented here in Plate X, 
was copied from the fourth edition of the Worcester 
Collection.22 Mason's sole setting is from the tenth edition 
of the Collection of Church Music, since the tune did not 
22Boston: Thomas and Andrews, 1792, P• 70. 
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appear in the earlier editions. Mason did not significantly 
alter Billings' original melody, except for the passing tones 
and the upper neighbors at the beginning of the middle 
section. At the ends of phrases Mason included fermatas in 
the style of the German Chorale, while Billings preferred to 
indicate the holds and breathing-spaces in the notation. 
Otherwise, Mason harmonized the melody in a rather ordinary 
academic manner, perhaps giving excessive attention to 
dominant seventh chords and their inversions. Billings also 
employed dissonant sevenths and augmented fourths, but only 
on weak beats. In bar 13, he committed the academically 
unpardonable error of leaving a dissonant interval by leap. 
Neither men composed a very interesting alto part; on 
Billings' part the reason probably lay in the difficulty of 
hearing the weak counter-tenor voices. On Mason's part, a 
rather strict adherence to the rules of harmony left him 
little room with which to maneuver the voice in this 
example. 
The tune, "Irish," first appeared in Aaron Williams' 
Collection in England in 1763. Reprinted in this country, 
it became a standard tune for congregational singing. The 
earlier version in Plate XI was copied from the fourth 
edition of the Worcester Collection.23 Although this 
arrangement contains many harmonic ineptitudes, according to 
23Ibid., p. 72 • 
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the rules, the voices nevertheless enjoy a freedom of 
movement that Mason's final version does not achieve. The 
bass lines in all the examples show some similarities, but 
Mason's basses avoid parallel motion with other voices, and 
he also seemed consistently to avoid employing submediant 
and supertonic seventh chords. Reversal of the established 
rhythmic patterns in the lower voices in measures 3 and 13 
carried over from the eighteenth-century settings to 
Mason's earlier version, but was changed to conform to the 
regular pattern in Mason's 1831 edition, so that the singing 
would proceed in a strict note-for-note fashion in all parts. 
Mason's later setting is undoubtedly smoother and more 
ndignified and solemn" than his lB22 harmonization, but this 
was achieved at the expense of both rhyt~ic and melodic 
interest in the lower parts. 
"St. Martin's Tune" was included in William Tans'ur's 
Royal Melody Complete, and appears in Plate XII as it was 
published in the first American edition of that collection.24 
This arrangement shows the English compiler's disregard for 
continuous tertia! harmony, especially in the passages which 
omit the counter-tenor part. The juxtaposition of dotted 
quarter and eighth-note rhythms with quarter-note patterns 
in the melody of the original version was altered by Mason, 
24soston: William M'Alpine [1767], p. 14. 
I 
r-------------------------------·----------------------------------------------------------------~~-------------------------------------------------------------------------------------------------------
~..a. « I 
~ "'::.! 
--r 
~1.. 
• 
_J. . J 
~·-~ '2 ~· 
k .JI, ~ 
_6_ 
( I ' 
J •• ~J ' 
• 
ST, MARTIN '.s 
\.T"l\1 S 'u R) 
• 
~-
j_ ,J %-" 4~Jj 
l?C)}'AL M'"'~ CoMPLETE" C1 'f6Y) P· 1i 
I 
-- 1[]1 
- -
.. ! ~jJ~ r rl-J I 
" I 
- "T 
-..-
\ I • 
~· IT 
-= .... 
::Jiiil ~ 
-= 1 .., r ~~5 -r.- r~p-f '1 - J. ~'"' i k1bJ~~ r ---
-
0 ~ k~J4 J...J I 
_.._, 
_.1 I - J 
-
I -- --V I 
...,. 
....,. 
1 Plate XII. rtSt. Martin's" tune, by Willi!=!m Tans'ur. 
lV 
~ 
\0 
.. 
H 
H 
>< 
Q) 
.j.) 
cU 
r-t p.. 
250 
.I 
_, 
0 
v 
':::t 
+ 
:1: 
-··~·· 
-
~~~ ~r....~-
~ ~ 
_ .... !! 
,...... 
.... _ 
I'll 
U) 
-~ 
-
1~ 
......;. 
~....£: 
.. -:J -~ 
'"' £ -~~ 
·~ 
...... 
:\tr, 
~ 
-
--·-
_....,.. 
L--, 
-
I 
1- ~I 
t- 11~ 
;I 
~---# 
! 
' ·~ 
' ~1ft 
;t 
r.) ~ 
~~ 
~ !~ 
. -~ ' 
...e;,. 
~~ 
1- .... 
-: 
-
··-··--
-
f-'-D 
.-~~ 
...0 
-
1-
-
-
f-
--
-'!. 
,.. 
~ 
-
-
lf\l ( .. 
-I'I)IC) 
--j 
~ 
.. "\ 
.. 
~. 
·~ 
'"' eotl\ 
.. 
• 
-t 
-;\ 
-
251 
------------
..... , 
l- -. 1--
-
_ ... ,.. 
r ( ~ 
- ---1 
""' 
1- ""'"'1 1-\0 
., 
- -+11 \0 
~- "' '0 
. ~ ,.,. 
..,v. 
..... """'""'! 
• 
"0 
(1) 
;j 
~~ .. ,., 
"'Oii"N 
r-" 1 11\'10 
s:: 
•1""1 
.f.) 
s:: 
0 
() 
... 
H 
....., ~ ' H 
c::r:: I>< 
1 \M) 
~"' 
-... CflClO 
t ~ , 
0 
.(1) 
...,. 
.f.) 
a: co 
r.; ...... 
' 
p.. 
~ >I 
t t: 
~ 
~ 
~ ~~ ..... 10 
-. \0 .... 
J r, ~-~ f-., 
,..... &1. 
*' Q 
r' ~V" IU "' ~e.~ 
"' 
-:1 • 
'Z 
ct 
~ 
- * 
------
252 
who utilized the dotted rhythm in the melody throughout. 
Tans'ur was content to let the melody be the most active 
voice throughout most of the piece, with the other voices 
playing only secondary roles. Mason, however, gave more 
interest to the inner parts, and utilized the rhythms of 
the melody throughout the texture. In his 1g22 version, 
this rhythmic interplay gives the music a lighthearted 
character which must have been enjoyable to sing. In the 
1g31 setting, however, the motion of the inner voices is 
kept to a minimum, thereby darkening the mood considerably. 
The original version of Daniel Read's "Windham,'' 
reproduced in Plate XIII, typifies the native American 
idiom that had grown out of the study and performance of 
the music of Tans'ur and his English contemporaries.25 It 
did not appear in Mason's earlier editions, but a version 
was found in the tenth edition of the Collection £! Church 
Music for purposes of comparison. Originally built upon the 
natural F minor scale, the attractive and expressive tune 
was provided with a harmonization by the composer that seems 
to suit the mood of the text very well. The repeated 
rhythmic pattern established in the first three phrases is 
subtly but effectively altered in the final phrase. Mason 
25naniel Read, The American Singing Book (New Haven: 
17g5), reproduced in w:-Thomas Marrocco and~old Gleason, 
Music !a America (New York: W. W. Norton Co., 1964), p. 12c. 
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was cognizant of this alteration and furnished two versions 
of the last phrase. There is no doubt, however, that he 
preferred the one which "correspond[sJ with the other 
parts of the tune." In addition, Mason raised all the 
leading tones and completely re-barred the piece. His 
harmonic setting could be criticized on strict academic 
grounds in several places. Moreover, his solution to the 
problem posed by the meter of the text is not altogether 
satisfactory. Probably a triple meter would have suited 
the poem better, in the interests of obtaining as smooth 
and regular a setting as possible, but Mason chose to stay 
closely to the original version, so that the tune would at 
least be recognizable to those who knew it from other 
publications. 
It is unfortunate, for the purposes of this compari-
son, that Mason did not choose to re-arrange some of the 
more highly unconventional native fuguing-tunes for his 
collection. Notwithstanding his philosophical and theologi-
cal objections to music of this sort, its basic contra-
puntal nature, the irregularity of its phrase structure, 
and its sometimes wildly disjunct melodic motion would 
probably have resisted all attempts to force it into the 
academic strait-jacket. 
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The preceding comparative analysis was undertaken in 
detail in order to show psalmody's complete retreat from 
the American idiom in favor of the modern European style. 
The trend seems to have been toward smoothness, regularity, 
and academically correct harmony, all at the expense of 
contrapuntal interest, rhythmic subtlety, and melodic 
freedom, especially in the inner voices. Mason's chief 
interest, however, was not the Europeanization of American 
music per ~' although he considered the English style 
vastly superior to the American for religious purposes. 
In an Address~ Church Music, published in 1826,26 
Mason developed certain ideas first set forth by John 
Hubbard of New Hampshire and Samuel Willard of Deerfield. 
Psalmody, said he, should have three characteristics. 
First, a tune should be simple and easy to execute, so that 
more people can become able to perform it acceptably. 
Second, it should be dignified and solemn, and have as its 
prime function the expression of the sentiments of the text. 
Third, the harmony should be correct, just as a sermon 
should be faultless in respect to grammar and syntax.27 
Throughout the document, Mason emphasized again and again 
that musical considerations must be subordinate to religious 
26Boston: Hilliard, Gray, and Co., 1826. 
27rbid., p. 38. 
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requirements. Esthetic experience was by no means equated 
with religious experience, nor were they thought to be even 
casually related. 
In denouncing the state of church music, Mason 
criticized instrumental accompanists who 
••• make as much noise as possible, raise their 
instruments an octave above the pitch, and introduce a 
multitude of shakes and flourishes and graces (falsely 
so-called) which are wholly out of place and are 
equally offensive to correct musical taste and religious 
propriety ••• unless they can assist to enforce the 
sentiment of tfte words upon the heart, they are worse 
than useless.2 
Church music reaches a degraded state when "its 
design is forgotten, and ••• its cultivation as a 
religious exercise is neglected.~ In such cases, the music 
is "· •• frequently given into the hands of younger persons 
who have no feelings of piety whatever," and who "pursue it 
solely with reference to the sensual gratification it 
affords them." 
A good church musician, then, according to Mason, 
must be first of all a pious person, and he must consider 
the cultivation of church music as a religious exercise, 
not primarily as an esthetic or musical experience. 
Such statements as these put the final seal upon the 
entire reform movement, and summed up the philosophy that had 
been developing throughout the century. These statements 
2g~., pp. 30-31. 
25S 
also explain Mason's point of view for his work in the 
Handel and Haydn Society Collection of Church Music, and 
make clear the reasons for the increasing simplification of 
the tunes in the successive editions of the work. The 
pleasures in which William Billings and his contemporaries 
had been able to indulge themselves through their lively 
music had become totally unacceptable in church. It is no 
wonder, then, that amateur musicians and music-lovers in 
search of more stimulating musical experiences patronized 
the choral societies and set about establishing a musical 
culture apart from religion, letting the psalmody hence-
forth take its own direction. 
Lowell Mason also reflected this duality; outside 
the church, his esthetic viewpoints were conventional 
enough, and his work with singing schools, choral societies, 
and secular glee clubs has been described in other studies. 
From this point onward, this study will turn its 
attention away from the Handel and Haydn Society and become 
concerned with the rise of similar organizations, both in 
the Boston area and in other regions of the state. Even 
though the early history of the Handel and Haydn Society is 
well known, it has been necessary here to recount certain 
aspects of these earlier years, placing emphasis upon some 
facets that seem to have been neglected or passed over in 
other studies. All this was done because the Great Society 
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was the well-spring from which all the other choral societies 
in Massachusetts issued. These additional societies looked 
toward Boston, not only for their literature, but also for 
professional direction and assistance. Without willing aid 
and much personal sacrifice on the part of the leaders of 
the Handel and Haydn Society, the knowledge of classical 
European music probably would not have found its way so 
easily or so quickly into the outlying towns. 
II. OTHER CHORAL SOCIETIES IN THE BOSTON AREA 
1819-1830 
After four or five years of constant study and 
endlessly repeated performances of the classical sacred 
literature, the members of the Handel and Haydn Society 
gradually assimilated the idiom and set the stage for a wider 
diffusion of the art. Beginning around 1820, the area im-
mediately surrounding Boston witnessed a flowering of choral 
societies unprecedented in the musical history of the 
country thus far, and which was rarely equalled in the 
following decades. Between 1820 and 1830, the Handel and 
Haydn Society alone gave between four and nine concerts per 
season, aad sustained a rehearsal schedule that must have 
left the singers--most of whom had regular daytime employ-
ment--with little leisure time for other avocations. In 
addition, similar groups sprang up both in the city and in 
the surrounding villages. Not all of these suburban societies 
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aspired to the loftier ambitions of the Great Society, but 
most of them at least became acquainted with the more modest 
selections in the Old Colony Collection. 
Both Johnson and Vincent hinted at the extensive 
choral activity in the region during these years, but since 
their studies were limited to the musical life of Boston 
proper, neither of them attempted to examine the evidence in 
any detail.29 
Table III shows a chronological listing of choral 
concerts advertised from 1Sl9 to 1S2S, both in Boston's 
Columbian Centinel and in the Euterpeiad throughout its 
entire existence, or from 1S20 to 1S23. Included in this 
list are also the numbers of concerts given each season by 
the Handel and Haydn Society, although individual perf-
ormance dates were not given. Additional performances not 
advertised in these periodicals may have taken place but 
this list should give a fair impression of the extent of 
the phenomenon. The Columbian Centinel was Boston's leading 
semi-weekly newspaper, and its pages carried far more 
notices of cultural activities than did the other papers in 
the metropolis. 
2 9J h . t . li v. i o nson, 2£• c~ ., Sass~m; Ame a ~ncent, "Mus c 
in Boston, 1S25-1S30,''\l1npu lisned M.A. Thesis, Boston 
University, 1942}, pp. 27-33. 
TABLE III 
CHORAL CONCERTS IN BOSTON AND VICINITY 1819-1821 
1819-1820 season: 
Handel and Haydn Society: 5 concerts. 
Harmonic Society (Boston), January 15, 1820. 
Benefit Concert by na Musical Society,n March 1. 
Dedham Oratorio, March 14. 
Singing Societies of Brookline, Cambridge-port, and 
the Park Street Church, April 2 (Gould). 
1820-21: 
Handel and Haydn Society: 7 concerts. 
Norfolk Musical Society, October 23. 
2nd Universalist Choir, December 7. 
Neponset Sacred Music Society, January 10. 
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Neponset Sacred Music Society, January 24 (at Quincy). 
Concert of Sacred Music, Dedham, March 14. 
Neponset Sacred Music Society, March 17. 
Harmonic Society (Boston), April 5. 
Dedham Oratorio, June 8. 
Amateurs of Charlestown, April 19 (Gould). 
1821-22: 
Handel and Haydn Society: 9 concerts. 
Select Oratorio at Dedham, November 13. 
Harmonic Society {Boston), February 24. 
Harmonic S,ociety (Boston), March 24. 
Sacred Music at Roxbury, March 31. 
Harmonic Society (Boston), April 4. 
2nd Universalist Choir, April 14. 
Neponset Sacred Music Society, May 12. 
1822-23: 
Handel and Haydn Society: 6 concerts. 
Middlesex Harmonic Society, November 3 (at Watertown). 
Neponset Sacred Music Society, November 24. 
Middlesex Harmonic Society, January 26 (at Brighton). 
Universalist Choir of Roxbury, January 26. 
Concert of Sacred Music, Dedham, February 14. 
Sacred Music at Roxbury, February 23. 
Oratorio at Randolph, February 23. 
Neponset Sacred Music Society, February 25. 
Neponset Sacred Music Society, March 11. 
Neponset Sacred Music Society, April 3. 
2nd Universalist Choir, April 27. 
Charlestown Harmonic Society, April 30. 
Neponset Sacred Music Society, May 25. 
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Neponset Sacred Music Society, June 1 (at Savin Hill). 
1823-24: 
Handel and Haydn Society: 5 concerts. 
Union Sacred Singing Society, October 20 (at Brighton). 
Neponset Sacred Music Society, October 31 (at Savin Hill). 
Union Sacred Singing Society, November 7 (at Cambridge). 
Neponset Sacred Music Society, December 15. 
Neponset Sacred Music Society, January 2 (at Quincy). 
Neponset Sacred Music Society, January 16. 
Union Sacred Singing Society, January 30 (at Cambridge-port). 
Central Universalist Choir, February 6. 
Neponset Sacred Music Society, February 6 (at Quincy)·. 
Union Sacred Singing Society, February 20 (at Waltham). 
Neponset Sacred Music Society, March 6 (at Savin Hill). 
Charlestown Harmonic Society, April 7. 
Union Sacred Singing Society, May 1 (at Cambridge). 
Union Sacred Singing Society, May 22 (at Brookline). 
Second Universalist Choir, May 29. 
Handel and Haydn Society: 4 concerts. 
Neponset Sacred Music Society, November 20. 
Central Universalist Choir, December 28. 
Neponset Sacred Music Society, January 28. 
Sacred Concert directed by Col. Newhall, January 29. 
Handel and Haydn Society: 5 concerts. 
Sacred Music at Dean's Church, September 27. 
Neponset Sacred Music Society, November 18. 
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The years from 1819 to 1822 saw a steady rise in the 
number of public choral concerts given each season in the 
region. The peak seemed to be reached with the 1822-23 
season, and was sustained through 1824-25, after which a 
rapid decline took place. In the 1826-27 season, only two 
public concerts of sacred music, in addition to those of 
the Handel and Haydn Society, were advertised in the 
Columbian Centinel, and only one of these was by a com-
munity organization. Although the papers were not care-
fully searched after the spring of 1828, neither Johnson 
nor Vincent reported any significant choral activity in the 
last two years of the decade, beyond the usual activities 
of the Handel and Haydn Society, and a church choir concert 
or two per season.3° 
This amazing burst of public performances, along 
with its equally amazing decline, seems to display all the 
characteristics of a fad, the reasons for which are not 
entirely clear. It is clear that the amateur singers of 
the area took up the new idiom with great enthusiasm and 
spent these years learning the new style which the Handel 
and Haydn Society had finally to some degree assimilated. 
Ample evidence shows that both singers and instrumentalists 
of the parent society lavishly gave of their time and 
30Ibidem 
2~ 
knowledge in assisting the performances of the suburban 
groups. Then, too, a wealth of easily-procurable literature 
had only recently become available, and more was being 
published in Boston as fast as the presses could turn it 
out. All the data showed that church choirs, singing 
schools, and musical societies had at last discarded the 
native idiom, with respect both to literature and perf-
ormance practices, and that they had enthusiastically 
accepted the European ideal. 
In the following discussion, some of the more active 
of these groups are described in some detail, although the 
surviving facts tend to be somewhat incomplete and not 
always conclusive. Table IV presents the concert announce-
ments of the more important societies, arranged according to 
each individual group, in order to provide a convenient 
reference for the following accounts. 
!h! Neponset Sacred Music Society. A group of 
singers and instrumentalists from the area immediately 
south and west of Boston proper, comprising the towns of 
Dorchester, Milton, Quincy, and a few other communities, 
were able to sustain an unusually active performing society 
from 1S21 to 1S2S. Named after the river which flows 
among these towns, the society usually gave its concerts in 
Dorchester, at "their hall, near the Milton Bridge." In 
addition, the members occasionally ventured into a 
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TABLE IV 
CONCERT ACTIVITY OF MUSICAL SOCIETIES IN THE BOSTON AREA 
1820-28 
(Boston) Harmonic Society (Law) 
1820 January 15 
1821 April 5 
1822 February 24 
March 24 
April 4 
Middlesex Harmonic Society 
1822 November 2 (Watertown) 
1823 January 26 (Brighton) 
Union Sacred Singing S.oc iety 
October 26 (Brighton) 
November 7 (Cambridge) 
January 26 (Cambridge-port} 
February 20 (Waltham) 
May 1 (Cambridge) 
May 22 (Brookline) 
Charlestown Harmonic Society 
1823 April 26 
November 27 
1824 January 14 
1825 April 7 
Second Universalist Choir 
1819 May 26 
1820 December 7 
1822 April 14 
1823 April 27 
1825 May 29 
1828 January 20 
1829 April 26 
Neponset Sacred Music Society 
1821 
1822 
1823 
1825 
January 14 
January 24 (Quincy} 
March 17 
May 11 
November 24 
February 22 
March 11 
April 3 
May 21 
May 31 (Savin Hill} 
October 12 (Graupner benefit) 
October 26 
November 16 
January 11 
February 29 (Savin Hill) 
April 25 
October 30 (Savin Hill) 
December 1 
December 29 (Quincy) 
February 6 (Quincy} 
March 2 (Savin Hill) 
November 20 
January 28 
November 18 
November 28 
November 12 
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neighboring town to give a repeat performance of a program 
previously presented in Dorchester. 
Perhaps the secret to this group's relative lon-
gevity lay in the efforts of its competent and respected 
leader, Gottlieb Graupner. In addition to his numerous 
duties in Boston as teacher, merchant, music publisher, 
and leader of the Philharmonic Society, he evidently gave 
much time and effort to the Neponset amateurs. Although 
he was not paid for his services, he must have felt the 
spiritual rewards well worth the frequent ten-mile round-
trips across the Dorchester hills to the Neponset Valley. 
The first public concert of the Neponset Society 
took place on January 14, 1S2l, according to a notice in 
the Columbian Centinel on January 10: 
CONCERT OF SACRED MUSIC 
The Neponset Sacred Music Society, assisted by 
several Amateurs and scientific Gentlemen, will 
perform a Concert of Sacred Music, selected from 
the works of Handel, Haydn, Beethooven(sicJ and 
other eminent authors, at their Hall, near Milton 
Bridge, on SUNDAY EVENING, the 14th inst. The 
Performance to commence at 6 o'clock; tickets of 
admission 25¢, may be had anytime previous by 
applying to Dr. D. BREWER, or Capt. EBENEZER EATON. 
L. Pierce, Sec'y. 
Dorchester, Jan. Sth, 1S21. 
On January 28, the program was repeated in Quincy, 
"by particular desire of the Quincy members and their 
friends. rr31 
3lcolumbian Centinel, Jan. 24, 1S21. 
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These announcements are typical of those that 
appeared through the years. Although programs were not 
given in the papers, it can be surmised that the society 
performed selections from the Old Colonr Collection and 
from the publications of the Handel and Haydn Society. 
Graupner, along with the nseveral scientific Gentlemen" 
undoubtedly passed along what they had learned in their 
association with the Handel and Haydn Society. 
On May 25, 1S22, the Euterpeiad published a review 
of the May 11 concert, which gives some idea of the musi-
cal standards of the organization: 
THE NEPONSET SOCIETY'S PERFORMANCE OF SACRED MUSIC 
The Neponset Society has been of several years 
standing, and ranks high in the scale of associations 
formed for the sole object of cultivating a taste, 
diffusing a style, and promulgating correct principles 
of the science of music. 
• • • the company assembled had their respective 
parts assigned them, without an opportunity of 
rehearsal. 
When we consider the local inconveniences, as well 
as the difficulties attendant upon the attempt to 
obtain an efficient orchestra, so necessary to the 
performance of music, of this highest style and 
conception; we are constrained to remark, that much 
has ~ done !?1: this Society, ~ that much more 
remains to .:fu! ~. 
Among the causes which exist to retard the diffusion 
of musical knowledge, and which operate as powerful 
opponents to the success of Professors and Amateurs, 
is, a spirit of emnity towards each other; this is a 
species of warfare which is too prevalent, and pervades 
all classes in a greater or less degree. • •• 
The reviewer had no complaints against the singing; 
apparently the instrumentalists provided the only jarring 
note in an otherwise acceptable performance. Indeed, 
criticism of the instrumental performers runs through most 
of the reviews of these years like a leitmotiv. In spite 
of the fact that the relatively few instrumentalists in 
the Boston area were constantly occupied in providing the 
same accompaniments to the same choral selections year 
after year for the various societies in the region, their 
abilities must have remained far below the abilities of 
the various choirs. The reviewer's remarks concerning the 
"spirit of emnity" which existed between the amateurs and 
the professionals is otherwise unexplainable, especially 
since no other similar statements were found. 
An announcement in the Columbian Centinel on 
October 8, 1823, made known to the public that Graupner's 
faithful services were not unappreciated by the Neponset 
Society. A concert was announced for Sunday, October 12, 
to take place in the Rev. Dr. Harris' Meeting-House in 
Dorchester. In addition, the notice stated that 
the performance of this Oratorio is intended for 
the benefit of Mr. G. Graupner. The services and 
talents of this gentleman, have been gratuitously 
tendered to the s.ociety' from its formation to the 
present time. To evince the esteem and regard for 
his personal services and endeavors in the diffusion 
o£ the science of music, the Society propose giving 
this Oratorio. 
M. Mandell, Sec'y. 
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After the concert, a review in the Columbian 
Centinel echoed the high regard in which Graupner was 
held by the community: 
The eminent professional abilities of Mr. Graupner, 
and his voluntary services on all occasions of public 
utility and private benevolence, induced the Neponset 
Sacred Music Society to request him to accept the 
benefit of a Concert of Sacred Vocal and Instrumental 
Music at the Rev. Dr. Harris' Meeting-House in 
Dorchester on Sunday evening. --- The performances 
were pronounced by competent judges to be of the 
first order. His Excellency the Governor and family 
were among the numerous and respectable auditory.J2 
S,ix concerts per season were given both in 1822-23 
and in 1823-24. Five concerts were presented in the 
1824-25 season, after which the society gradually reduced 
its public activity to one annual concert each November. 
The decline of the Neponset Society coincided with 
Graupner's own gradual retirement from public life. His 
other musical organization, the Philharmonic Society, 
suffered a similar fate during the second half of the 
decade, so that by 1828, neither Graupner nor his organ-
izations figured prominently in Boston's musical life. 
The Harmonic Society £! Boston. An organization 
active in the first two years of the decade, the Harmonic 
Society was not strictly a choral society on the plan of 
the Handel and Haydn Society, but instead confined its 
activities solely to church psalmody. Its public 
32columbian Centinel, Oct. 15, 1823. 
announcements were all in this vein: 
HARMONIC SOCIETY 
The public are respectfully informed that the 
Harmonic Society will perform a few pieces of Music 
at the Meeting-House in Essex St. on Thursday 
Evening, April 5th. 
There will be a short and appropriate address by 
the Rev. Mr. JENKS after which a collection will be 
taken to aid the fund of the Asylum for Indigent 
Boys. 
N.B. The Music is on the new plan of the Rev. 
Andrew Law •••• 33 
The "new plan" was a special system of notation 
which Law first introduced into the fourth edition of his 
Musical Primer in 1a03.34 Dispensing with the usual five-
line staff, Law developed a series of special shape-notes, 
including diamonds, squares, triangles, and round notes, 
each of which represented a different syllable of the old 
nfasola" system of solmization. Rhythmic patterns and 
meters were indicated in the usual manner. Law employed 
this system in most of his subsequent collections of 
psalmody, and although the books had become fairly widely 
distributed, the novel system may only recently have come 
to the attention of people in Boston. 
The Euterpeiad, usually so catholic in its views, 
was not altogether displeased with results of one of the 
33columbian Q!ntinel, March 2a, 1a21. 
34Metcalf, 2E• ~., pp. 71-72. 
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Harmonic Society's performances: 
We observed a concert of Psalmodic music, advanced 
by the Harmonic Society at the Pantheon on Sunday 
Evening. • • • As this Society practice solely upon 
the system of notation introduced by Mr. Law, we were 
induced to gratify our curiosity ••• to ascertain to 
what extent this visionary scheme could be carried. 
The pieces performed on this occasion were plain 
and simple in nature, but were executed with much 
precision in point of time, the parts were sustained 
by first and second trebles and bass, we however were 
not able to discover much attention to the pii~o and 
forte passages, nor could we refrain from fee ~ng the 
indispensible n~cessity of instruments for the support 
of the voices.3' 
The review went on to state that, though the system 
appeared to be easily mastered, it can be successfully 
applied only to plain psalmody. 
The Middlesex Harmonic ~ Union Sacred Singing 
Societies. To the west of Boston, two choral societies 
gave a number of concerts between 1822 and 1825 in the 
meeting-houses of various towns. The Union s~ociety may 
have been the successor of the Middlesex Society, since 
their activities were similar, as far as available data 
indicated, and since one followed the other after a lapse 
of only a few months. 
A program, printed in the Columbian Centinel on 
May 18, 1825, indicated the musical capabilities of the 
35Euterpeiad, March 2, 1822. Punctuation sic. 
-
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Union Sacred Singing Society: 
UNION SINGING SOCIETY 
will meet at the Rev. Dr. Pierce's Meetihg-House in 
Brookline, on Sunday Evening, the 22d inst. at half 
past 6 o'clock, to perform the following select 
pieces of Sacred Music. 
Chorus 
Air 
Chorus 
Air 
Chorus 
Duett 
Anthem 
Air 
Chorus 
Part I 
The great Jehovah is our awful theme 
Lovely as the showers descending 
Come sweet Spring 
0 thou who driest the mourner's 
tears 
0 Father whose almighty power 
Arrayed in clouds of golden light 
Give the Lord the Honor 
Star of the North 
Glory be to God on High 
Part II 
Recitative Father thy word is past 
Solo Blow ye the trumpet 
Chorus A fire devoureth 
Duett Come ever smiling liberty 
Chorus Now elevate the sign of Judah 
Air 
Chorus 
Air 
Recit.-
Chorus 
Mr. Williamson 
Lift up your heads 
Now heaven in fullest 
And God Created Man 
Father we adore thee. 
glory shown 
Handel*** 
Shaw 
Haydn* 
(?J 
tHandel]** 
t?l 
Kent* 
Shaw 
Mozart** 
King* 
Jackson** 
Jackson** 
(Hand ell 
Haydn 
[Handel?]** 
Handel*** 
Haydn 
Haydn** 
Haydn** 
[*Handel & Haadn Society Collection of Sacred Music, 
Vol. I; **Han el and Ha~dn Society CO'Ilect~on of 
sacrea Music, Vol:-TI;**Old Colony Collection; 
Vol. I] - - -
--
The starred selections indicate the publications in 
which most of these selections can be found. The compo-
sitions by Providence musician Oliver Shaw and the un-
identified numbers may have been contained in one or more 
of the popular tune-books of the day. In any case, the 
society's accomplishments were considerable, even if this 
was its last public concert recorded in the Columbian 
Centinel. Except for the fact that the group gave its 
performances in various churches from Waltham to Cambridge-
port, nothing else is known concerning its size, its 
leadership, or whether it employed professional musicians 
from Boston. 
Other Societies. Little was discovered about the 
Charlestown Harmonic Society, which existed from 1823 to 
1825. Press announcements were tersely worded, although 
on one occasion it was announced that the music to be 
performed would be selected principally from Handel's 
Messiah and Haydn's Creation.36 
A few years earlier, however, the well-known 
singing teacher, Nathaniel D. Gould, conducted several 
concerts in the Cambridge-port-Charlestown area, and the 
reviews in the Euterpeiad showed that he adhered to certain 
outmoded practices. Concerning the April 2, 1820, concert 
of the Singing Societies of Brookline, Cambridge-port, and 
the Park Street Church of Boston, the reviewer stated that 
"we had hoped the practice of soprano voices singing the 
tenor or (sonus ~gravis) was entirely exploded, 
36columbian Centinel, March 30, 1825. 
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particularly in the vicinity of the Metropolis.n37 The 
reviewer also stated that the music was taken from 
Bartholomew Brown's Templi Carmina book, and he went on 
to deplore the out-of-tune organ at the meeting-house in 
Cambridgeport. Next year, upon the occasion of a concert 
by the Amateurs of Charlestown, again conducted by Mr. 
Gould who had apparently not heeded the earlier review, 
the Euterpeiad reported that 
Mr. Gould gave another exhibition of sacred music 
at Charlestown, assisted by many Gentlemen of the 
profession; the performance was attended by a very 
full audience, and several of the chorusses were 
executed with considerable effect; we are however 
reluctantly compelled to express our repugnance at 
the continuance of a practice, inconsistent with the 
structure of musical harmony. On a former occasion 
we noticed the evident impropriety of females singing 
a tenor part, we cannot reconcile this glaring impro-
priety, and had hoped its practice had been discon-
tinued.38 
Of the church choirs that gave public concerts 
during these years, the Second Universalist and Central 
Universalist choirs seemed to be the most active. The 
former group averaged about one concert per year, and the 
press notices indicated that their music came from the 
Old Colony Collection and from various psalm-tune books. 
The Central Universalist choir, which gave annual concerts 
37Euterpeiad, April 15, 1820. 
38Ibid., April 28, 1821. 
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from 1824, managed to mount more ambitious programs. The 
Columbian Centinel published one of them on February 2, 
1825: 
SACRED CONCERT 
A Concert of Sacred Music, will be performed by 
the Singing Choir of the Central Universalist 
Society, in the Bulfinch-street, on Sabbath Evening 
next, Feb. 6th. 
Chorus 
Anthem 
Chorus 
Air 
Chorus 
Anthem 
Air 
Chorus 
Duet 
Recit. 
Part I 
The Great Jehovah 
They play'd in air 
Lift up your heads 
Star of the North 
Father we adore thee 
Child of Mortality 
As down in the sunless retreats 
of the ocean 
He gave them hailstones for rain 
Array'd in clouds of golden light 
and Chorus 
Now the work of man's redemption 
is complete 
Part II 
Solo and Chorus 
0 Praise ye the Lord, prepare 
a new song 
Chorus Come sweet spring 
Duet Who's this that on the tempest 
rides 
Chorus Glory be to God on High 
Air and Chorus 
Rejoice 0 Judah 
Recit. Air etc. 
Father, thy word is past 
Duet The bird let loose 
Anthem When lost in wonder 
Grand Hallelujah Chorus 
Handel*** 
Dr. Stevenson* 
Handel*** 
0. Shaw 
Haydn** 
John Bray**** 
0. Shaw 
Handel*** 
0. Shaw 
Beethoven 
Haydn** 
Haydn* 
0. S,haw 
Mozart** 
Handel* 
M. P. King* 
0. Shaw(?J 
Web be** 
Handel 
(*Handel and Haadn S:oc. Coll. of Sacred Music, Vol. I 
**Handel~H~n Soc. COII7 o~Sacred Music, VOI7 I! 
***Old coiony olilltion, vor. I - -
****Old Colony Collection, Vol. II J 
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The sources of most of the selections were located. 
The Beethoven example was not found; perhaps it was a 
separately-printed number. The Shaw selections--extremely 
popular at this time--came either from single publications 
or, more probably, from his Providence Selection of Sacred 
Music, which was copyrighted in 1a23.39 The possibility 
also exists that Shaw appeared in person at this concert 
and sang these selections himself; this would explain the 
association of his name with the piece, "The bird let 
loose," which appeared ascribed to Beethoven in the first 
volume of the Handel ~ Haydn Society Collection of Sacred 
Music. 
III. CONCLUSION 
Aclue to the rapid decline of the community musical 
societies in the Boston area may lie in programs of the 
sort cited above. Evidently, by 1a24 or 1a25, several 
church choirs had progressed to the point that they were 
able to perform these European anthems and classical 
oratorio excerpts with some degree of technical competence 
and understanding. In this event, it would have become 
relatively unneccessary to support an expensive and time-
consuming choral society outside the church, if the singers 
felt that they could do justice to this music in their 
parish choirs. 
3~etcalf, 2£· ~., p. 184. 
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Should there be any truth to this theory, then it 
must also be postulated that these short-lived choral 
societies were at least partly conceived as a type of 
singing school which existed for the purpose of spreading 
the knowledge of the style of Handel and Haydn beyond the 
membership of the Boston society. The educational work 
of Gottlieb Graupner, Nathaniel Gould, Oliver Shaw, and 
the many other singers, directors, and instrumentalists 
who aided and instructed these community choirs should 
not be undervalued. Since their services were relatively 
expensive and in great demand, it is logical to suppose 
that the choirs of several churches combined their forces 
in order to be able to attract the services of one or more 
of the Boston professionals for a certain length of time. 
That a goodly number of public concerts resulted from 
these associations may have been only incidental to the 
original intention. After several years of such activity, 
much of the evidence indicated that the accepted European 
style had become well enough assimilated so that indi-
vidual church choirs of even modest pretentions could make 
use of the Old Colony Collection or the publications of 
the Handel and Haydn Society. 
Congregational psalmody, as shown earlier, was 
laboring under crushing restrictions, but the weekly anthem 
by the choir was apparently exempt from many of Lowell 
279 
Mason's pronouncements. Undoubtedly it provided a welcome 
outlet, as it does today, £or the creative musical 
expression of the choir and its director. 
Even though relatively few public concerts of 
sacred music were in evidence in the last half of the 
decade, there is no indication that the sale of the various 
collections of the Handel and Haydn Society suffered a 
similar decline; indeed, two additional volumes in the 
Collection 2f Sacred Music series, each more ambitious 
than the last, were published after 1$25. Mason's 
Collection 2f Church Music also continued to go through 
edition after edition. The music of the latter volume 
was hardly of the complexity of the other collections; 
however, its performance demanded a "correct," that is, 
~uropean style, and this style was one that had to be 
learned somehow. 
The rise of these early choral societies was not 
confined to the Boston area. With varying degrees of 
success, several other Massachusetts communities developed 
similar organizations. The next chapter is devoted to the 
activities of choral societies elsewhere in the 
Commonwealth, the accounts of which should serve to 
corroborate and amplify some of the trends already noted. 
CHAPTER VI 
CHORAL SOCIETIES OUTSIDE THE BOSTON AREA 
1817-1840 
The influence of the Handel and Haydn Society of 
Boston was not limited to the small area surrounding the 
city. Despite the difficulties and uncertainties of 
early nineteenth-century travel, Boston's musicians made 
frequent journeys to other parts of Massachusetts in 
order to teach and to assist in local performances of the 
oratorio literature. This chapter deals chiefly with the 
early choral societies which existed outside the 
immediate Boston area to 1840. Brief accounts of a few 
secular and instrumental societies are also included. 
I. CHORAL SOCIETIES IN SALEM 1817-1830 
The town of Salem, still Massachusetts' second 
city in the 1810's and 1820's, enjoyed a musical life 
during those decades second only to that of the metropolis. 
Boston musicians frequently traveled up the coast to 
present an occasional "Grand Concert of Vocal and Instru-
mental Music," and foreign musicians, too, included both 
Boston and Salem in their increasingly frequent concert 
tours. It was reported earlier in this study that Dr. 
Jackson brought both chorus and orchestra to Salem in 1812 
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to give a repeat performance of his first successful 
Boston "oratorio." 
On the latter occasion, Hehr reported that press 
and public comment had been enthusiastic, even if the 
attendance was not large.1 Perhaps Salem, like Boston a 
few years previously, was not yet ready for classical 
oratorio. Certainly the few exhibitions of sacred music 
by Salem's church choirs which Hehr reported for the 
next few years did not aspire to anything more complex 
than plain psalmody and an occasional tune from the Lock 
Hospital Collection.2 
The Essex South Musical Society, however, paved 
the way for the development of the choral societies that 
followed its demise. It has been shown that, despite its 
primary commitments to improve the church psalmody in the 
southern part of Essex County, this organization did in 
fact function somewhat like a performing choral society 
in its last years. Even before its passing, the Handel 
Society, Salem's first true community oratorio choir, had 
begun its work. 
~ilton Gerald Hehr, "Musical Activities in Salem, 
Massachusetts 1783-1823" (Unpublished Ph.D. Dissertation, 
Boston University, 1963), pp. 211-213. 
2~., pp. 213-218. 
The Handel Society.3 Formally organized in 
January, 1817, the Handel Society promptly scheduled its 
first "oratorio" in May of that year. This organization 
was directed by two local singing-school teachers--Messrs. 
Pomroy and Canney. A published copy of the Articles 2£ 
the Handel Society4 indicated that thirty-two men and 
ten women were the original members; elsewhere, this 
document contained only regulations regarding adminis-
trative machinery and the conduct of the members. 
Unfortunately, no explicit statement of the society's 
purposes was found. 
During its three-year existence, the society gave 
five public concerts, each of which was fully reported in 
the press. Programs published in these notices indicated 
that the music came mostly from two sources, the Q!g 
Colony Collection and Handel's Messiah. This is hardly 
surprising since these were the only two examples of the 
classical choral literature, except for the Lock Hospital 
Collection, which had yet been published in this country 
at the time of the society's founding. 
3The histories of this society and the Haydn Society 
have been extensively investigated by Hehr, QE• cit., 
pp. 235-249. For this reason, the accounts nere1n are only 
summaries of Hehr's findings, which have been re-interpreted 
with reference to the purposes and scope of this study. 
See Hehr's dissertation for numerous programs, reviews, and 
photocopies of documents relating to these societies. 
4salem: w. Palfrey, Jr., 1817. 
A marathon concert, given on Christmas, 1817, 
merits some attention because of its unusual length. 
Over sixty separate numbers were performed that day, 
which included extended sections from the Messiah, and 
many selections from the early numbers of the Old Colony 
Collection. 
The story which Hehr gleaned from newspapers, 
handbills, and the Rev. William Bentley's Diary, makes 
several aspects of the Handel Society clear. First, these 
sources indicated that the choir was made up principally 
of young people, probably graduates of the Messrs. Pomroy's 
and Canney's singing-schools. This fact would tend to 
support the theory advanced above that these early choral 
groups were at least partly conceived as educational 
agencies. Some of the former members of the defunct Essex-
South Society also joined with these young people, and it 
is also known that composer Jacob Kimball also took part 
from time to time. Second, the performances, some of 
which utilized professional musicians from Boston, were 
generally well-attended and well received, except for the 
final program, on which occasion a sudden snowstorm kept 
many people at home. Among the favorable comments were 
reports that the female singers were especially outstanding. 
This is in direct contrast to critical reports concerning 
the women singers of Boston. The Salem instrumentalists, 
too, were often lauded as having performed better than 
the vocalists. It would be interesting to know more 
exactly whether Salem's singers were substantially worse 
than Boston's, or whether the instrumentalists were a 
great deal better. It is known, however, that Samuel 
Holyoke, among his other activities, had done extensive 
work in promoting instrumental music in Essex County.5 
Possibly he managed to establish a tradition among the 
amateurs of Salem which was, in some respects, more 
advanced than that of Boston. 
The third fact that became apparent concerning the 
Handel Society was its swift dissolution despite ample 
community support and encouragement. Both Salem news-
papers had accorded the society lavish pre-concert 
announcements and editorials, along with post-concert 
reviews and numerous ncommunications" from subscribers, 
all of which invariably lauded the exhibitions. Public 
interest was most certainly strong, but perhaps the 
society overextended its budget, since increasingly heavy 
expenses were incurred in bringing Boston musicians to 
Salem to assist at the performances. 
5Ibid., p. 199 ff. 
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The Haydn Society.6 A short-lived and relatively 
unimportant organization, the Haydn Society held monthly 
meetings during the summer and fall of 1821. Newspaper 
announcements requested the members to bring their copies 
of the Old Colony Collection to the meetings. The society 
apparently could not gain the necessary momentum to mount 
a public concert, however, and the notices disappeared 
from the newspapers after only a few months. 
ru Mozart Association. After the dissolution of 
the Handel Society in 1820, Salem was without an active 
choral society during the years that the area around 
Boston was making such rapid progress in the cultivation 
of the great European oratorio classics. Not until 1825 
did a number of gentlemen begin discussing the possibility 
of organizing another choral society in Salem, which would 
be modeled upon the Handel and Haydn Society of Boston. 
According to H. K. Oliver, the society was formally 
organized about June 1, 1825, after which time regular 
meetings were scheduled.? 
Two copies of the Constitution 2f ~ Mozart 
Association, Instituted ~Salem, ~, 1825, one printed 
6rbid., PP· 248-249. 
7H. K. Oliver, "Music in Salem," Salem Gazette, 
Dec. 15, 1868. 
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in 1825 and the other published in 1826, were located in 
the Essex Institute.$ The document contained no preamble, 
but several of the articles present a good idea of the 
organization's purposes. Article VIII stated: 
In order that a portion of the public who are lovers 
of Sacred Music, may have an opportunity of partici-
pating in the enjoyment contemplated by this Society, 
there shall be performed occasional Oratorios or 
Exhibitions of Sacred Music, whenever the Government 
of the Society shall think proper. • • • 
Elsewhere, t.he constitution provided for a president, 
vice-president, secretary, treasurer, and a five-member 
board of trustees. The president was required not only to 
take care of administrative details, but also to preside 
over the rehearsals, as was the custom in Boston's Handel 
and Haydn Society. He was to assign all the parts, and to 
"direct the style and time of performance." The trustees 
were empowered to receive all applicants for membership and 
to pass upon their qualifications. Meetings on the second 
Tuesday of each month were called for, and a fine of twelve 
and one-half cents was imposed on members who absented 
themselves from meetings. 
The 1825 constitution listed the following officers: 
president, Hon. John Pickering, L.L.D.; vice-president, 
8salem: Warwick and Palfrey, 1825 and 1826. 
Henry K. Oliver; secretary, Edwin Jocelyn; treasurer, 
SolomonS. Whipple, Esq.; trustees, Hon. Leverett Saltonstall, 
Theodore Eames, Col. Horatio Perry, Capt. William Kimball, 
and Mr. Henry Hubon. 
In l$26, these names had been reshuffled as follows: 
president, H. K. Oliver; vice-president, William Kimball; 
secretary, Edwin Jocelyn; treasurer, Seth Low; trustees, 
Hon. Leverett Saltonstall, Theodore Eames, Horatio Perry, 
and Jacob Hood. Nathaniel Gould of Boston and John 
Pickering, who had recently moved to Boston, had become 
honorable members. The 1826 constitution also contained, 
pasted inside the front cover, a handwritten sheet entitled, 
"Roll of the Mozart Association." This list contained the 
names of fifty-six men, presumably the members of the choir 
and orchestra. The names of ten "females who assist by 
invitation" were also included. Sarah Mallet, one of 
Francis Mallet's erstwhile child prodigies, had grown up, 
moved to Salem, and had become the organist for the 
Association. Her sister, who still lived in Boston, re-
portedly provided great assistance to the treble singers at 
concerts. 
According to both Oliver and Whipple, the Association 
was continually plagued by a lack of good female voices.9 
9oliver, 2£• cit.; George M. Whipple, "A sketch of 
the Musical Societies of Salem"' (Essex Institute Historical 
Collections, Vol. XIII (1886), PP• 72-80; 113-133. 
i ·------------------------------------------------------------------------------
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Oliver stated that, for each concert, it was necessary not 
only to import instrumentalists from Boston, but also to 
hire several women to aid the ladies of Salem, in order to 
achieve a more equitable balance between the parts. In 
addition, the alto part, which was still being sung by 
counter-tenors, was usually covered by only about three 
falsetto voices. This left more than fifty men to sing the 
bass and tenor parts. 
Either the critical faculties of the newspaper 
reviewers had been sharpened in the intervening years since 
the Handel Society had been active, or else the Mozart 
Association did not come up to the standards set by the 
earlier organization. Whatever the cause, the reviews of 
these years, while still generally favorable, were not nearly 
so lavish in their praise as they had been a few years 
earlier. The first concert, given on March 7, 1e26, elicited 
these comments in the Salem Gazette on March 10: 
We may say with truth, so far as we have been able 
to ascertain the opinions of those present, that the 
performances were generally acceptable, and many of 
them were of a character to afford complete satis-
faction, and fulfill the highest expectations of the 
friends of the Society. It is not pretended that they 
have not much to do to arrive at perfection, or that 
some parts of their late performance were not deficient 
rn-taste and execution. • • • 
We cannot close our notice without mentioning the 
gratification we experienced. • • in listening to the 
exquisite tones and superior execution of the three 
ladies from Boston, who contributed a large share 
towards the pleasures of this entertainment •••• 
289 
In addition, the article stated that between seven 
and eight hundred people attended the concert, so it must 
have been considered a success by all concerned. 
A photocopy of the program for this concert, the 
original of which is in possession of the Essex Institute, 
is contained in Plate XIV. Mr. s. P. Taylor of Boston had 
been engaged to provide the organ accompaniments for this 
occasion, as Miss Mallet had not yet moved to Salem. The 
program also shows the publications the society employed: 
abbreviations indicate that Volume I of the Old Colony 
Collection and the first two volumes of the Handel and 
Haydn Society Collection 2f Sacred Music were in the hands 
of the singers. Names of some of the missing composers were 
supplied by checking the tables of contents of the col-
lections in question. Some of the unidentified selections 
were single numbers; the duet by Bray, for example, was 
published separately by Graupner in Boston in 1821.10 All 
in all, the music represents a typical potpourri of solos, 
ensembles, and choruses which the Association was wont to 
perform during its entire existence. 
For a local celebration on July 4, 1826, the 
Association provided the music, which consisted of an 
original Ode written by a local clergyman, and an anthem of 
lOa. Earle Johnson, Musical Interludes in Boston 
(New York: Columbia University Press, 1943), p:-)29. 
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~-
. •..... ~.. ~~~ ,. ~· 'I ') 
... ' ANTHIU'V:t. . .• .'' . ··-: . : t : ' ; .:· . - .> ~. 
.
. . HanleL ... o.· • C. C. yi)]. 1. p .• sf.,. ! · ~-.,. • ~\~ ~ j 
. .. ... •I 
The Great Joltovah is our n\vful theme, ---~~j 
Sublime in majesty, in power supreme •. HaUelqjah ... --~ 
• .. ·-= ..... 
'. ,. · .. 
. ·j •;, l .. J 
' . • \ 1 f SONG. _.. /. . , , 
Lovely as S:re show 1rs descending ~- ·• . ···~·\1 
"On the parch'd, expecting ground, 1- :. , I', ., ; · .. ' · . _..· ·.-; 
Frn00'rance to the meadows Jendinrr, tv " · ~·· . . . . _. _·, As their drops distil around: "' . • "' ' ,I · •: ·· ' 
'.rhesc, with every earthly blessing, • . .• '"· , ·~:--
_Loudly for thnnltsgiving call; • · .,. ~ ~ ··i .. ·:. 
But one smile of thine possessin~, • , ,._ . ~ ,. ~ • ;. · · . .. ··· 
Jesus, far exceeds them all. :/ :·;,;:;-" • .. . ::-: · . ·. \: :.;:. :: . 
... : . - . ~ 
· .. · Sweet is sleep to tired nature, . ·•r' . .• ·'•"~-~- :, ·. • . ,' 'j 
:1 •• 
; < < • ~=: :~ ~~;!"'..: ~~::·::.:.'""'· ; } ': • ,_\;;( ·.> -· ' : ,, . " 
; ... ~:·: .· ·.· i{~~;~~:~t~~~~~:~~I&~~~~~?i ~rccz~, :_,<:· ,~ .· , ·'· .·· ·-~·-·,_ .. ·· __ .: ~-.· __ i_!_.".· .. ~i_,~---··1) 
r :·;:: ·.: ·• All nrc pleasant-nothing plcasea, ; · .~ • ~ ~ ,. • · " 
· : '~· " _Jesu~,-Jike a smil41 from thee. . 1 . "· . f':..r;,;.~ \ .. , ,· , ; ·. · ~ ·. · ' 
.#· ...... · ··-·· -~- 1\ • . :1,~,. .... "\..~. ·-~,"\:' ·:;,~ 
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Plate XIV. Oratorio by the Mozart Association, 
Salem, Massachusetts, March 7, 1826. 
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s, • ~ 
~6" -/\1~- ~t '·· ~\ ' .~\~\~: .. ~\:-~ ... \. 
L , ~ .> ... • • '\\ '\6 18!>.v A • · \• .·• • 
. ')I ::.:1• .. 
.ANi.t'IIDl\t ..... : ...... TIIE LAST DAY:· 
1l'!1nt day of wrath, thnt clreadful day, · 1 ' • • 
"'hen henven nnd enrth shaH pass away, .• 
.. 
.. 
• 
'\'hnt pow'r shall be tho sinner's stay 1 • ~ · , •. ~ * 
How shall he meet that dreadful day, · .. • • • • -~ 
. • "'hen, shriv'ling like n parched scroll, ~ :~ 
. ' 
. . ' 
.... 
.. 
•.. 
• 
. 
~ 
'The flaming henv'ns together roll; ·• •· , ;. . .- • ·._; '• 
... .-"-• · .. 
When louder yet and yet more 'drentl ; 
Swells the high trump that wdkes the dead ' . 
Oh ~ on that day, that wrathful day, · · • , 
When man to judgment wakes from clay, 
Be thou the trembling siltner's stay', 
..... 
. . ~" , . 
t .. -~ 
,.:· I . 
.. 
•· ., 
. .,. .. ~ 
1· ~ . ( .. ~_,., .. , ·.,. .. v· ···-
'·. .. 
.. 
i. 
Though henven nnd earth shall pass owar: • 
.·. 
. " 
. AN'rBJJM. . [I< e. ~+:.J • 
• , 0. C. C. vol.J, p. 14:;,. · 
SoLo-BAss ... : .. :.Atmighty God. when round thy shrine. 
• ~ • Tho Palm-tree's heavenly .branch we twinet 
'sow--TENon ..... Emblem {)f life's eternal ray, , -
· · · · ·And lo,·e thnt fadeth not away/ 
Cuonus ................ And lo,·e, &c. 
.. 
SoLo-TREBLE ... \V e bless the flowers expanded all, 
· · . ·\Ve bless the leaves that never fall, · 
SoLo-CouNTEn.And trembling say,in ,Eden thus 
Thy tree of life ·wiJl flower for us. 
Cnonus ................ Thy tree of life; !&-c •.. 
Sow--Jhss ........ When round thy cherubs; smiling calm, _-
. \Vithout their flames, we wreathe the palm,_ 
SoLo-TENOn. .... O God we feel the emblel:li true, · 
Thy mercy is eternal too. 
Cnonus ................ Thy mercy'is, &e. 
Sow--TREBLE ... Those Cherubs, with their smiling ey~s, 
• \ . · The crown of palm which never dl"s' · 
' ' • Soio-CouNTEn.Are but the types of thee above, 
, Eternal life, and peaee, and love.. , . 
Caoaus ................ Eternallife, &c. 
. . ' 
'·, 
. ;, 
.· 
_, •.. '. ' 
• • • lt..:-, ... 
t .... ·. DV:Cl''r. 
JJra"i;= · 
·-
,J .• I f 
'Vhere can pence of mind be founcl ; · · 
Is it in the hermit's cell1 
. 'Tis where truth, by honor crown'd, 
.. . 
. ..... :. 
·• 
• ~'t 
# 
. 
Loves to linger, loves to tlwell, 
'Vhere reason sheds her sober ray, · 
'Vhere virtue's laws the passions bind, · . 
'V!1ere reason, faith, and viJ:tue stay, 
.. There e~ely dwell a sweet peace of mind, . 
. 
.. ~ 
• 
.. 
.• 
:.. 
.. •· 
.. ..... . 
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CHORUS,' 
• 
. . II. II. C. P. p. :112. 
Hullelujnh, to the God of Israel ; Ilo will. save us in ~he dny·· 
of fight. Hallelujah, The Lord is our defender; He wdl save 
us in the day of tight. God is great in battle, for h~ is the Lord 
of Hosts. Hnllclujah, He is our refuge, I will praise him for .. 
ever more. Ilallclujab. . ~-
11 
.· 
TRio.· 
Ilaydn. 
On Thee all living souls depend; from Thee, 0 Lord, they 
wait their food. Thou openest thy hand and fill est all with good. 
But when from them thy face is hid, with sudden terror they 
are struck; Thou to,liest their brcntla away, they vanish into 
dust. Thou lettest thy breath go forth again; and life witb vigor 
fresh return!!. Re\·ived earth unfolds ne'r ri~hes, new deligh~s. 
... 
SONG. 
As down in the ·sunless retreats of the ocean, 
Sweet flowers are springing ·no mortal can see, 
So deep in my soul the still prayer of De,·otion,. · 
I 'Unheard by the world, rises silent to Thee._ 
::\Iy God! silent to Theel ~ · · · · ·: . ·- ·;·, ..• 
· Pure, warm, silen~ to Thee; · . '' · ,.,.. 
So deep, &c. · • 
As still, to tl•e star of its worship, tl10' clouded, ' 
'.rho needle points faithfully o'er the dim sen, . 
So, darlc as I roam, in this wintry world shrouded, 
The Hope of my Spirit turns trembling to Thee; 
l\ly God! trembling to 'fhce; · 
• 
.. ' True, fond, trembli~g to Thee !-
So, dark,. &e. 
lli'l'l':IlCI:SSION'. 
.~r. P.J(ing ..... H. H. C. p.lOJ. 
REcr..-A.TIVE. Fnther, thy word is past; man shall find grace. 
ArR. I, for his sal;:e,will leave thy bosom, and this glory· 
next to Thee, freely put off; and for him, Jnstly 
die. ;, 
Cnonus. 
RECITATIVE. But ·he ~;hnll rise l·ictorious; wrath ~;luill be 110 
1\lOre thenceforth, but in thy presence joy entire: 
The multitude of angels with n shout, loud as 
fro1n numbers without number, ,; . 
Sweet, as from \'oices blest, uttering joy, • 
IIcnven rung with Jubilee, nnd loud Ifo~ann~ 
· 61lcd the eternal rrg-ioRs. · • . 
· Tnro. 
CnonvP. 
•, 
.. 
.... 
~·· 
. --··--- ..!..--- ·-. ~-- . -- ____ ._.__ ___ ._ . -
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1JTebbt ••• "o~ t. p.' CIS. 
'When winds breathe so{t along the silent deep1 
The waters curl, the peaceful billows sleep. 
ANTHEM. 
• 
,A stronger gale the troubled wave awakes, 
The su1-face roughens and the ocean shakes. 
l\Iore dreadful still, when furious storms arise, 
The mounting billows bellow to the skies ; · 
On liquid rocks the tott'ring vessel's tost. 
Unnumbered surges lash the foaming coast: 
The raging waves, excited by the blast, 
'Vhitun with wrath, and split the sturdy mast. 
When, in an inst:1nt, He who rules the floods, 
Earth, air and fire, Jehovah, God of gods, 
Jn pleasing accents, speaks His sovereign will, 
And bids the waters and the winds "lle still." 
Hush'd are the winds, the waters cease to roar, 
Safe are the seas and silent as the shore. 
Now, say what joy elates the sailor's l>reast, 
· With prosp'rous gales sn unexpected blest ; . 
'\Vhat ease, what transport, in each face is seen; 
'.fhe heavens look bright, the air, and sea, serene. 
)"or ev'ry plaint, we hear a joyful strain, 
·To Him, whose power unbounded rules the main .• 
All\. 
When marshall'd on the mighty plain, 
The glitt'ring hosts bestud the slty; 
One star alone of all the train, 
Can fix the sinner's wand'ring eye. 
Hark! harlt! io' God the ·chorus breaks, 
From every host, from el·ery gem ; 
But one alone the Saviour spcal~:s, 
; It is the star pf Bethlehem. 
Gianzer. 
t~ On~e on the 'raging seas I rode, 
The storm was loud,-the night wns dark, 
The ocean yawn'd-and rudely blow'd · 
, The wind that toss'd my foundering bnrli. 
.: (Deep horror then my vitals froze, 
Dcath-stn~cl,, I ceas'd .~be tide to !!to~; . 
'. 
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'Vhen suddenly o star arose, 
It was the star of Bethlehem. 
It was my guide, my light, my all, 
.. 
It bade my dark forebodings cease i 
And through the storm and dangers' thrall; 
It led me to the port of pence. 
Now safely moor'd-my peril's o'er; 
I'll sing, fir11t in night's diadem, 
Forever and for evermore, 
The star,-the star of Bethlehem. 
ANTBI:M. 
·. 
H. H. C. vol. 2, p. 68. 
Now elevate the sign of Judah; Now· elevate the bonner, call 
it forth in Zion. 0 desert us not, 0 Lord ; Thou art always 
gracious to thy servants. Thou art our God; 0 Lord of hosts ;. 
eo will we_praise Thee, 0 God andLord of hosts. Amen. 
ORIGINAL OD:C· 
Ta1o; llfartini. 
•' '-: · Hero fo tl;o High and Holy One 
"\ · Our fathers early reared :--· . 
(H. H.c, Vo\. J:J 
.. 
'• • . 
... ' ... 
',:. :.¥ 
A house of prayer, a lowly one~ 
Y eL long to them endeared 
B:y: hours of sweet communion 
• ·· r.. · Held with their eov'nant God, 
As oft, in sacred union, 
. Hia hallowed courts they trod. , 
H41re, exiled to a. wilderness, 
· . Thou, Lord, for them didst spread 
. A table, whence thy ministers 
Dispensed tho Jivina bread. 
.They grew, by thee defended, 
Midst want and foars and foes; 
And 'neath thy wings extended, 
Found shelter and repose. 
Though other shrines of statelier form 
Roso o'er this hallowed spot, 
Tho glory of thy former house 
From memory faded not. 
·I 
Still dear the light that led them, 
\Vhen they were faint and few ; 
And dear thy word,. thaL fetl them, . 
Whence aU their strengLh they drew. 
Gone are the pious moltitudea1 
ThaL hero kept holy time, 
In other courts assembletl now 
For worship more sublime. 
Their children, we are waitin~ 
In mockncss,-Lord, thy call; 
Thy love still celebrating, 
. Our hopt'1 our trust1 our all, 
. .. 
.. 
,.. 
.. . 
.. .. 
. . 
' ' ..... ' .. 
. ' 
t: 
-· 
.. 
. . 
. ...... 
.• 
... ·. 
... 
.... ~~.;..-,.._ -~- -· . .. 
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The5o tima-worn walls, the re:.ting place- . . • . 
So oil from llnrUJij' cares . . . , 
To righteous souls now per?cctcd, ' • · ' • 
We lcn1'o with thanks and praycra;.. .· ., 
\ViU1 thanks for every blessing, . 
Vouchsafed throu<Tb 1\lltho past; •. · · • • 
\Vith prn~·crs thy U1~ono addressing . • •. 
For gmdlll\co to thC! last •. , • • . . . , . . • • 
Though from this house, so long beloved,: · _ 
"'o pnrt with ~:ulncss now. · . 
Yot here, wo trust, with gladnosa woca · · 
In fairer et~urts to bow. · · · ;;; ....... 
So when our &ouls, fonaking . · . 
These bodies, fallen and pale,_ 
In hri<rhter fonns awaking, · .. 
With joy ~he chango_ shall. ~ail. 
. ..... , 
~ .: .. 
•(I 
.· ANTH:fJM;' .· . fp"c,itf'ti..} 
· . . . . . ~n~w~ 
SoLo ..................... Strikc the cymbal, .roll. tl1e tymbal, _ . __ ; . • ' 
. . . · . Let the trump of triumph sound.. ' · · 
Cuonus ................ Pow'rful slinging, heiullong brinl(ing 
Proud Goliah to the ground. 
SoLO ..................... From the river, rejecting._ quiver,· 
• Judah's hero takes the stone. 
CHoaus ................ Sprend your banners, shout hosannas,_ 
Battle is the Lord's alone. 
SoLo--TaEDLE ... Sce advances, with songs and dances, 
SoLo--TENoa. ... .AII the band of Isracls clau~hters, 
Catch the sound, ye hills and ~aters,_ 
Cuoaus ................ Sprend your banners, shout hosannas, 
· Battle is the Lord's alone. 
Taxo .................... God of Tlnmdcr,-rend asunder-· 
Al1 the power Philistia boasts. . 
Cuoaus ............... ,,V1Jat nrc nations 1 what their stations?-
I srncl's God is Lord of Hosts. 
SoLO .................... ,Vhat nrc hau~hty ~onarch's now 1 
Low before Jehovah bOlv, 
Pride of Princes, strength of Kings, 
€nonus ............... To the dust Jcho\·ah brings.. · ' 
Praise him, exulting nations praise him; praise. Hosazma. 
-.lt.IB.o 
In life's gay spring, enchanting hours ! · . · 
'Yhen eYery path seems cled{'d with flowere, 
'Vl~en Fol1y, in her {,riddy round, :_. · 
Prc~ents the cup with plec!-ure crown'd; • 
'Vhen love, nnd joy, and youttg delight,_ 
. Give to the moments rnpid flight ; 
'fouch 11ot the cup, a\·oid the snare, 
'Where c'qrthou nrt, ti;ink, God is there. 
~ ;.' 
. ----------- . -·---------L.....-J. ·-
Plate XIV, continued. 
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llehold! up Glory's dangerous steep, / · 
'Vhcrc widow's mourn and OfJ)hans.wcept ". 
And laurels on the hero's head ' 
Arc stain'd with blood, a crimson red; .• / 
Then e'er the battl~'s r_age you dare, '.· ·· 
·Pause, and reflect, that God is there. '. · 
. . :/· ' . 
And thou who thro' life's thorny road,. 
Pcrplex'd. by care and sin, hast trod; .. 
'Vhose heart hath bled, whose eyes have wept-
On Pleasure's couch while others slept·; 
Tho' now on life's remotest brink, · · >l 
Poor humble Christian! do not shrink; 
Tho' deep the flood, each doubt forbear,- . 
Strong to ~up;Port, thy God is there! .. 
·Ala AND CEO D. US . 
. . llandcl.. ... H. H. C. vol. 1. p. 14. 
•.Ara-SoLo ... Sound an alarm! your silver trumpets sound, 
· Ancl call the brave, and only brave, around. 
:Cuoaus ......... ,Ve hear, we hear the pleasing, dreadful call, 
And follow thee to conquest; if to {all, 
. For laws, religion, liberty, .we !alii 
.DUETT. 
Array'd In clouds of golden light, 
Mor~ bright than heav'ns .resplendent bow, 
·Jehovahls angel came by night ,, 
. To bless the sleeping world below. 
How soft the music ·of his tongue ! · . 
How sweet the hnllow'd strains he sung! 
'·Good will henceforth to nicn be given; 
The light of glory beams on earth; 
Let nngcls tunc the harp of heav'n, 
And saints below rejoice 'with mirth. 
On Beihlehem's plains the shepherds sing, 
And Judah's children hail their IGng, 
.... 
JUDGMENT HYMN. 
O.C.p.14t 
Great God! what do i: see and hear i 
. The end of things created. 
The Judge of mankind does appear, 
. On clouds of glory seated. . · 
The tntmpe\ sounds, the grarcs restore, 
·. 
·----·-----'----
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'·'\ .. . ' The deatlwhich tbcy~ohtaincd before . 
· '\, , Prepare rny soul to meet him. · 
Cnonu". Great God ! wh11t do I see and hear. &c •. 
. '\-:_ .. 
. ~1 . SOLO. 
lieaven now in fullest splendor shone, 
Earth smiled in all her fresh attire, 
The sky was filled with fc;ather'd tribes, 
'l'he water~ swelled with shoals of fish, 
By heavy bellsts the ground wns trod, 
But all the work \Vall not complete. 
1l'here wanted yet that wondrous being,· 
That grateful should God's power admire, 
'Vitb heart and voice hie goodness praise. 
:ltAX.X.EX.U.TA:S: OHORUS, 
,. 
Jlayitl. :. 
.. 
.. 
Handd." .. :Mess. p.l07 • 
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Haydn.ll 
On Christmas day of the same year, a program was 
given which was 
attended by a numerous and respectable audience, 
notwithstanding the coldness of the weather •••• 
The singing was in general good, the strength of the 
parts well-balanced, and correct in time and tune.I2 
Another concert two months later, on February 16, 
1827, was "fashionably but not fully attended.nl.3 The 
society evidently suspended operations during the spring 
and summer months, since no more newspaper notices were 
found until the next fall. 
A concert on November 19, 1827, featured a typical 
"select oratorio" program, taken mostly from the Handel 
and Haydn Society publications. After pronouncing the 
event "a most respectable performance,n a reviewer attempted 
a somewhat more searching analysis of the society's efforts 
than had heretofore been assayed in the pages of the local 
press. 14 In "Sound the loud timbrel,n an anthem by Avison 
from the ~ Colony Collection, Volume I, the writer thought 
the orchestra too powerful, and was of the opinion that the 
lls.alem Gazette, June 27, 1826. 
12Ibid., Dec. 
-
26, 1826. 
13Ibid., Feb. 
-
23' 1827. 
14~., Nov. 23' 1827. 
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chorus portions of the anthem were executed at a too-rapid 
tempo. The concluding anthem, "Glorify the Great Jehovah," 
by Haydn, while mostly well-performed, nonetheless 
bordered on harshness in the forte passages. In conclusion, 
the writer stated that the Mozart Association generally 
"shewed great improvement," and expressed the hope that 
many of the selections performed at this concert would be 
given another hearing in the not-too-distant future. 
Another review of the same concert, this time in the 
form of a "communication," or letter to the editor of the 
Salem Register, on November 20, 1827, was less analytical 
in its comments: 
I was glad, Mr. Editor, to see last evening at the 
Oratorio that you are a member of the Mozart Association. 
I never attended one of these musical meetings before, 
but I shall not fail to be a constant visitor hereafter; 
for on no occasion have I been more highly delighted. 
That a Society like this should have grown up in Salem, 
where, if common report lies not, this delightful 
science has heretofore found few admirers, is exceedingly 
gratifying. Without pretending to that accuracy of ear 
which is the boast of the dillettanti, I am a sufficient 
lover of the "concord of sweet sounds" to pronounce a 
most favorable opinion on the performance of last 
evening. It is seldom that so many voices are found 
combining so happily a great volume of sounds with so 
much smoothness and roundness of tone. In this respect 
our singers, especially the females, have heretofore 
been greatly in fault, and it is evident your Society 
has done much toward restraining this sruallini 
propensity. This improvement was consp cuous in the 
manner of giving Avison 1 s Trio and Chorus, nsound the 
loud timbrel," and in Stevenson's Quartette "They 
played in air,"--both executed in a style of excellence 
which the hearers will long remember. But with what 
feeling and taste was the beautiful song, "As down in 
the sunless retreats of the ocean" executedl It was in 
truth a most soul-moving performance. 
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The company, though highly respectable and somewhat 
numerous, was not so large as it unquestionably would 
have been if the attractions of the performers were 
more generally known and appreciated. The gentlemen 
who have associated for this most laudable purpose are 
deserving of all praise; and it is sincerely to be 
hoped that on the next Oratorio the public patronage 
will give such aid to the funds as will enable them 
effectually to promote the very commendable object of 
the Association. ' 
Spurred on by their achievements, the Association 
announced another program for Christmas, 1827, which re-
peated many of the selections heard in November. After 
this event, the Gazette's reviewer stated that "the choruses 
were performed with a spirit, force, and accuracy which we 
have never heard equalled in this town.nl6 The only 
exception to this general state of excellence was the 
chorus, no Happy Solyma,n in which "the members did not 
appear to feel each other." This selection, an extended and 
by no means easily-executed four-part chorus of Mozart, was 
included in the third volume of the Handel and Haydn Society 
Collection 2f Sacred Music. The Salem performers evidently 
kept up with the newest publications and set their musical 
sights high, even if some of the performances were not all 
that could be desired. 
15quoted in Henry M. Brooks, Olden!!!! Music 
(Boston: Ticknor and Co., 1888), p. 27d. 
16Salem Gazette, Dec. 28, 1827. 
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Shortly after this concert, the musicians betook 
themselves to the nearby town of Marblehead for a repeat 
performance, which took place on January 11, 1828. A 
"communication" in the Salem Gazette on January 15 expressed 
the gratitude of the citizens of that sea-side community: 
The inhabitants of this town were last night indulged 
with an opportunity of listening to the much celebrated 
performances of the Mozart Society. • • • The Choruses 
were remarkable throughout the whole performances for 
unity in time, correct intonation, and distinct and just articulation. • • • 
These three programs in the winter of 1827-28 were 
the high points of the Association's existence. Thereafter, 
only one more public concert was given after a lapse of more 
than two years, even though rehearsal notices appeared with 
some regularity in the Gazette, especially during the winter 
The events surrounding the Mozart Association's last 
public appearance and its ensuing dissolution were volubly 
and thoroughly covered in the Salem newspapers. Therefore, 
the following account is told entirely in the words of the 
people most concerned with the situation, in the form of 
several lengthy quotations from the press. 
Salem Gazette, Nov. 17, 1829: 
The Oratorio announced for this evening, by the 
Mozart Association, is probably the last that will be 
given by that society. Embarrasments of a pecuniary 
nature, operate to prevent its continuance as an active 
body, and it is well known that such societies seldom, 
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if ever, recover from a depression produced by such a 
cause. They carry the seeds of decay in their very 
nature, and if they do not possess a permanent fund to 
prolong their vitality, their existence is commonly 
compressed into a very few years. The duration of the 
Essex South Musical Society was six years; the Handel 
Society but three; and the Haydn Society still a 
shorter time. The Mozart Society has nearly completed 
its fifth year, and during its whole course has 
sustained an elevated character. Its public perf-
ormances have been creditable to the members, and useful 
to the community;,- in elevating and refining the public 
taste. If this night is to be the last of its 
existence, it is hoped that it will expire in a flood 
of melody; its notes, like those of the dying swan, 
increasing in sweetness as it approaches dissolution. 
Salem Register, Nov. 22, 1829: 
A delightful Oratorio was given at the Tabernacle 
Church last Friday evening. It was gotten up by the 
members of that society, and a gratuitous distribution 
of the tickets of admission was made to their friends 
and acquaintances in a very handsome manner. The 
Mozart Association brought forward their best talents 
on the occasion, and acquitted themselves in a very 
satisfactory manner to the audience generally, and to 
the several amateurs of music who were present. The 
solos and duetts were excellently well sung, and so 
were the trios. We observed an evident improvement in 
the modulation of the best voices, and the chorusses 
were given in good time, and with considerable effect. 
It is in this part of such performances, that great 
power, both instrumental and vocal, is required to give 
a full expression of the composer's idea; and it is in 
this part precisely where our efforts17ail for want of numbers and instrumental power •••• 
Salem Gazette, Nov. 24, 1829, "communication:" 
Messrs. Editors--My object is not to write a 
criticism upon the performances at the late Oratorio, 
but to express my surprise and regret that they were 
enjoyed by so few. The other oratorios of that 
17quoted in Brooks, 2E• cit., p. 273. 
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Association have been well attended, and as this was 
announced, as probably their last, the members must 
have been greatly disappointed. But it did not affect 
their performance, which was with a spirit and an 
accuracy not surpassed on any former occasion. • • • 
• • • if the Society must be dissolved for want of 
patronage, they will have the satisfaction of having 
had a useful and honorable existence •••• 
--A Friend of the Mozarts. 
Salem Gazette, Dec. 4, 1829, editorial: 
MOZART ASSOCIATION 
We cannot refrain from an expression of regret in 
announcing the dissolution of the Mozart Association, 
which we consider a serious loss to the community, 
and which the public will most assuredly find so, the 
first time they have occasion for the services of a 
well trained choir of singers. Those only, who have 
had the arduous labor of making arrangements for a 
Fourth of July Celebration, or an anniversary meeting 
of some Religious or Charitable society, can form a just conception of the importance of such an 
association in conducting the musical services of the 
occasion. 
The most serious evil, perhaps, to be feared from 
the want of a society devoted to the improvement of 
sacred music, will be the inevitable retrogression of 
that highly important portion of public devotional 
exercises to the point which it formerly occupied. 
The best musical productions cannot be adequately 
performed by a common church choir, and when none but 
ordinary music is attempted, the public taste will 
become debased. --An organized society is absolutely 
necessary to concentrate and put in useful operation 
that knowledge which a few scattered individuals possess, 
to call forth those powers which would otherwise remain 
hidden for want of some exciting cause to draw them out, 
and to keep alive a beneficial interest in the subject. 
Such a society we no longer possess. The Mozart has 
sung its own requiem, and must now be reckoned with the 
defunct Essex South, the Handel, and the Haydn Societies. 
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Evidently the society's difficulties were largely 
financial. Some of these comments also show that public 
interest had waned, and very probably the ticket sales--
the only visible income of the group--did not offset the 
expenses incurred by hiring Boston musicians, renting 
halls, printing programs, and the like. 
There is some confusion among Salem's musical 
historians as to the exact date of the Mozart Association's 
final dissolution. Whipple reported that the society 
endured for six years.l8 Oliver, writing in 1868, and 
probably depending only upon his personal recollections, 
stated that its activities continued for about ten years. 19 
A notice in the Salem Gazette on December 11, 1829, however, 
would seem to have sounded the final death-knell: 
Notice--All persons having any demands against the 
late Mozart Association, are requested to leave them 
immediately at the office of the Essex Register; and 
anyone having in their possession BOoks belonging to 
said Association, are desired to leave them at the 
same place. 
A search of the Salem Gazette for 1830 and 1831 revealed 
no more references to the organization. 
According to Whipple, public sacred concerts did not 
form a significant part of Salem's musical life in the next 
18T.n.. • 1 • t n.ul.pp e, 2.£• £!....• 
19oliver, 2£• ~· 
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two decades. The principal community musical organization 
from 1832 was the Salem Glee Club, a male chorus which did 
not have to rely upon insufficient treble voices or hired 
instrumentalists from Boston for its successful existence.20 
Not until the second half of the century were other choral 
societies organized that could carry on the tradition 
first instituted by the Essex South and Handel societies. 
Of course, in the intervening years, the church choirs 
undoubtedly kept the tradition alive in some measure, and 
so the work of these societies was probably not in vain. 
Something else that may have turned Salem's intelli-
gentsia away from sacred music in the next years was the 
formation, early in 1830, of a lyceum in the town. 
Membership in this organization entitled a person to attend 
a series of monthly or fortnightly lectures on a variety of 
subjects by visiting speakers. Occasional concerts would 
also be scheduled; in later years, the Mendelssohn Quintet 
Ulub of Boston was a frequent attraction on the lyceum 
circuit throughout New England. 
Whatever the reasons--and they were rather complex--
Salem seemed unable to sustain an active community choral 
society for more than a few years at a time during the 
early part of the nineteenth century. Several other 
20Wb.ipple, .2.£• ill• 
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communities had more success. The following accounts des-
cribe choral societies that existed in some of the smaller 
towns in other parts of the State. 
II. CHORAL SOCIETIES IN WORCESTER COUNTY 
Worcester was first awakened to a lively interest in 
classical choral music in the autumn of 1822 when some 
members of the Handel and Haydn Society of Boston were in-
vited to perform a concert in connection with the annual 
Worcester Cattle Show. At that time, Worcester was only a 
small agricultural community surrounded by similar towns; 
its sole distinguishing feature was its role as shire-town 
and commercial center for the surrounding area. The yearly 
"Cattle-Show, Ploughing Match, and Exhibition of Manu-
factures" took on the character of a county fair, with all 
the entertainments, exhibits, political speeches, and 
general socializing which even now constitute a highly 
significant facet of rural American life. 
The proposed appearance of the Handel and Haydn 
Society at the Show aroused a great deal of euriosity above 
and beyond many of the other attractions, since the event 
was covered in detail by the local press. The September 12, 
1822, issue of the Massachusetts ~printed the full 
program: 
ORDER OF PERFORMANCE 
Judgment Hymn 
I For His Sake 
Part I 
The Multitude of Angels 
The Polar Star 
0 Lovely Peace 
Lord of All Power and Might 
Jeptha's Daughter 
Child of Mortality 
The Bird Let Loose 
Rejoice, 0 Judah 
In Splendor Bright the 
Heavens are Telling 
Part II 
Vesper Hymn 
When Winds Breathe Soft 
Arm, Arm, Ye Brave 
Strike the Cymbals (sic] 
Now Elevate the Sign of Judah 
The Star of Bethlehem 
Great Was the Company of Preachers 
Achieved is the Glorious Work 
Eve's Lamentation 
The-Trumpet Shall Sound--
Hallelujah Chorus 
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M. Luther 
King 
King 
0. Shaw 
Handel 
Mason 
Handel 
Bray 
0. Shaw 
Handel 
Haydn 
Russian Air 
WebbCel 
Handel 
Puchetta CsicJ 
Haydn 
GrangeCrJ 
Handel 
Haydn 
King 
Handel 
This program is easily recognizable as a fairly 
typical assortment of music which the Handel and Haydn 
Society was in the habit of performing about this time. 
Most of it came from the Society's own publications. The 
Massachusetts §£I for October 2 reported that the audience 
had numbered upwards of BOO music-lovers, and that 
"notwithstanding the comparatively small number of perf-
ormers, the character of the performance, generally, would 
not suffer by comparison with the best Oratorios at Boylston 
Hall (in Boston J ·" The National Aegis, a rival weekly also 
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published in Worcester, opined that 
the oratorio of Wednesday last gave, w~ believe, 
general satisfaction. The excellent p~eces were well 
performed, and the amateurs did not disgrace Handel 
or Haydn •••• The audiance(sicJwas numerous and 
respectable; and nothing transpired that seriously 
interrupted the festivity of the evening. 
Even discounting a natural tendency of provincial 
reporters to be overly effuse in their praise of a 
visiting company of artists, the success of this performance 
was such that it touched off a flurry of similar, but home-
grown, sacred concerts in the towns surrounding Worcester 
during the next two years. The local newspapers for 1820 
and 182lj prior to the visit of the Bostonians, had ad-
vertised no single concert of sacred music, although a few 
struggling musical societies seem to have been in 
. t 21 ex~s ence. During 1823 and 1824, however, no less than 
five concerts, all in imitation of the Cattle-Show 
Oratorio, were presented in neighboring towns. 
The Lockhart Union Society of Brookfield, for which 
meetings were advertised during 1822 and 1823,22 presented 
an oratorio in connection with its annual meeting on May 20, 
1823. The May 14 issue of the §El advised the members that 
1822' 
2lsee below. 
22Massachusetts ~~ 
and Aug. 13, 1823. 
Jan. 25, Aug. 14, and Nov. 20, 
the Annual Meeting for the choice of officers, is 
hereby postponed to the 20th of May next. The 
Society will meet at s. B. Thomas' Hall, South 
Parish, Brookfield, at one o'clock P.M. for 
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REHEARSAL, on Monday, the 19th of May.--On Tuesday, 
the 20th, at one o'clock P.M., at the Meeting-House 
in said Parish, will be an Oratorio, under the 
direction of B. Salisbury, of Brimfield. Instrumental 
Accompaniments by select Amateurs. 
There followed a program of the proposed oratorio, 
in which eight of its twenty-six selections were works 
which the Handel and Haydn Society had performed in 
Worcester the preceding autumn. The remainder of the 
program consisted of miscellaneous American and English 
pieces from the currently popular collections, and concluded 
with Handel's "Grand Hallelujah Chorus." 
Ho further meetings of the Lockhart Society were 
recorded in the papers although the announcements of 1822 
and 1823 suggested an active, well-run organization. 
that 
The National Aegis of October 29, 1823, advertised 
a choir of Select Singers, under the instruction and 
management of Mr. Emery Perry, will give an Entertain-
ment of Sacred Music, on Wednesday, the 12th of 
November next at the Meeting-House in Millbury •••• 
The appended program was yet another typical mixture of 
selections, and included several excerpts from King's 
Intercession from the first volume of the Handel and Haydn 
Society Collection 2f Sacred Music. 
On year later, on November 3, 1824, the Massachusetts 
§EI announced that 
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the Beethoven Society will have their annual 
Oratorio, on Tuesday, the 23d inst. at the Meeting-
House in Millbury, consisting of Anthems, Duetts, 
Sacred Songs, &c. • • • As no pains have been 
spared in selecting music best suited to the taste 
of the amateurs, and as the accompaniments will be 
sustained by some of the most able performers in 
Boston, it is believed that those who honor the 
Society with their attendance will find their expec-
tations fully realized. 
E. Perry, Pres. 
J. Torrey, Sec'ry. 
No program was printed with this notice. 
It is highly likely that the "Beethoven Society" 
and the earlier "Choir of Select Singers" were much the 
same group. It is also possible, that when Mr. Perry 
transferred his musical activities to Worcester early in 
1825, many of the members of this society participated in 
the Worcester concerts, since the two towns were only a 
few miles apart. 
Another concert, announced for January 13, 1824, 
was performed by a Harmonic Society in Westborough.23 No 
conductor or president was listed in the notices, but an 
appended program contained, besides the usual potpourri, 
the whole of King's Intercession. 
One final notice in the~ for March 3, 1824, 
stated: 
23Massachusetts ~' Dec. 17, 1823. A similar 
notice in the National Aegis for the same date employed 
the archaic spelling, " armonick Society." 
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AlSelect Oratorio will be performed at Southbridge 
on Tuesday, the 16th of March under the direction 
of Capt. Benjamin Salisbury, of Brimfield. 
The program which followed was remarkably similar to the 
Brookfield performance of the Lockhart Society. Since 
the director was the same person, it could mean that the 
Lockhart Society, or some of its members, had traveled to 
nearby Southbridge to present the concert. It could just 
as well signify, however, that the director was another 
one of those traveling music teachers who went from town 
to town in those days. 
The only other society that announced its meetings 
in the Worcester papers during the early 1820's was the 
Templi Carmina Society of Sutton. This group, along with 
its Millbury branch, was briefly described in Chapter IV 
of this study, since it seemed to be organized along the 
lines of the county and regional societies of the years 
previous to 1820. 
Curiously, it was not until Cattle-Show time in 
1825 that the musicians in Worcester managed to present a 
sacred concert of their own. If the missing factor had 
been the lack of a strong leader, this gap was soon filled 
by Mr. Emery Perry, who advertised a singing school, nto 
commence about June 1" in the town.24 It was noted earlier 
24Massachusetts ~' May 18, 1825. 
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that Perry had been active in Millbury--and possibly 
Westborough--for the preceding two years, and the transfer 
of his operations to Worcester very li~ely sparked this 
notice in the Aegis for October 5, 1825: 
ORATORIO 
The Worcester Harmonic Society propose having an 
Oratorio at the South Meeting-House, in Worcester, 
on the evening of Wednesday, the 12th inst., consisting 
of Anthems, Duetts, Sacred Songs, &c. 
It having been suggested by many individuals, that 
the sale of Tickets of admission would be essential to 
the preservation of order and to the convenience of 
those who might attend, it has been thought necessary 
to adopt that course. 
Tickets, at 25 cents each, may be had at the 
bookstores. 
Doors open at 6 o'clock--performances to commence 
at a quarter before 7. 
E. Perry, Pres. 
The logic behind the second paragraph of this 
announcement seems to be somewhat unclear, unless a certain 
connotation can be read into the Aegis' review of the 
Cattle-Show oratorio of three years earlier: the impli-
cation arises that those events which, then, had not 
nseriously disturbed the festivity of the evening" were 
nevertheless remembered with sufficient clarity to prompt 
the adoption of necessary measures to the "preservation of 
order" for this concert, which was also to be given in 
conjunction with the Cattle Show. 
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The performance was evidently more than satisfactory, 
and the October 19 issue of the National Aegis printed a 
lengthy and florid, but highly complimentary "communication" 
from one of its subscribers, which is well worth examining 
here in some detail, because it presents an insight into 
these performances not discovered elsewhere: 
Mr. Editor--
On the 12th inst. the Worcester Harmonic Society had 
their first Oratorio, consisting of Anthems, Duetts, 
Sacred Songs, &c. In the South Meeting-House, a large 
and commodious stage was erected in front of the pulpit 
for the accomodation of the Performers. At 6 o'clock 
the Meeting-House was brilliantly illuminated; and 
before seven was thronged with a large audience 
exhibiting much beauty, splendor, and fashion. The 
choir, which consisted of nearly 80 persons, were all 
from Worcester with three exceptions. A few minutes 
past 7, the performances commenced with an Anthem, 
"Lord of All Power and Might," which was happily calcu-
lated to prepare the mind for the rich and rational 
repast which was to follow • 
• • • I cannot make a better, or more just commentary 
than to state the fact, that the choir evinced such a 
knowledge of science, such an acquaintance with the 
principles and essential rules of the art of music; 
such a correct and refined taste in executing; and 
infused so much sweetness, mellowness, pathos, and 
other pleasing varieties of vocal and instrumental 
sound into the performances, as to call forth from a 
discriminating and intelligent audience, their enthusi-
astic applause. If there were faults, the most promi-
nent was, a want of distinctness in articulating. This 
however is a fault almost impossible to be avoided in a 
choir so large--I do not particularize because, it is 
not my intention to make any inviduous distinctions. 
Great credit is due to Mr. Perry, the President, who has 
been so active in organizing and giving instructions to 
the Society. 
• • • • • • • • • • • • • • • • • • • • • • • • • • • 
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It is, Mr. Editor, the sincere wish of your 
correspondent, that this Society which has been 
recently established, may flourish under the fostering 
hand of extensive patronage, till it arrives at that 
enviable station in the art, that few can equal and 
none surpass. 
(signecU Observator 
With such an ecstatic blessing, it was no surprise 
to discover that the Harmonic Society, under the continuous 
direction of Mr. Perry, enjoyed an unusually long and 
successful existence. This letter is the only surviving 
document which reveals any detail regarding the size of the 
chorus, the reaction of the audience, and the like. 
Subsequent notices in the papers dealt only with formal 
announcements of concerts; the group must have had other 
methods for announcing rehearsals and transacting other 
business. 
On July 4, 1826, the Society participated in a 
municipal celebration which marked the fiftieth anniversary 
of American Independence. A procession formed at 11 A.M. 
in front of Mr. Haynes' hotel and proceeded to the South 
Meeting-House, where the formal exercises took place. The 
order of events, published in the Aegis on July 4, were as 
follows: 
I MUSIC 
By the Worcester Harmonic Society 
II PRAYER 
By the Rev. Dr. Bancroft, Chaplain of the Day 
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III ODE 
Sung by Mr. Perry 
IV DECLARATION OF INDEPENDENCE 
Read by William Lincoln 
V MUSIC 
By the Worcester Harmonic Society 
VI ORATION 
By Charles Allen, Esq. 
VII BENEDICTION 
The procession then moved to the Town Hall, where a 
dinner was provided by Mr. Haynes, nfor all who may be 
furnished with tickets for the occasion." 
In October of the same year, the Society presented 
another oratorio which was graced with the attendance of 
none other than the President of the United States, John 
Quincy Adams who, along with Governor Lincoln of 
Massachusetts and sundry other dignitaries, was in town for 
the inevitable Cattle-Show.25 
Concerts and public appearances like these, one or 
two per year, comprised the extent of the Society's activi-
ties. The only program which is extant--the newspapers 
were not in the habit of printing them--was found in the 
archives of the American Antiquarian Society in Worcester, 
25National Aegis, Oct. 11, 1826. 
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and gave the order of performance for a concert presented 
on Wednesday, April 20, 1831.26 This concert had been 
postponed from an earlier date, "in consequence of 
disappointment in not obtaining a musician from Boston."27 
The musical fare had changed somewhat from 1822: Handel 
and Haydn still figured prominently, although this particular 
program suggests that the choir made use of one of the 
popular tune books of the day in addition to the publi-
cations of the Handel and Haydn Society. The hymns, 
sentences, and the works of Ives, Calcott, and Mason were 
all currently standard fare in the psalm-tune collections. 
Another concert on July 31, 1831, was announced ttfor 
the benefit of Mr. Emery Perry, the President of the 
Society.rr28 Mr. and Mrs. Papanti and a Mr. Gear of Boston 
were the assisting musicians on this occasion. These three 
were members of the Federal Street Theater company; Mrs. 
Papanti was a well-known soprano, Mr. Papanti played the 
french-horn, and Mr. Gear played the double bass.29 All 
featured prominently in miscellaneous concerts in Boston 
26see facsimile, Plate XV. 
27National Aegis, April 13, 1831. 
2BMassachusetts £Ez, July 26, 1831. 
29Amelia Vincent, Music in Boston, 1825-1830, 
(Unpublished M.A. Thesis, Boston-un1versity, 1942), passim. 
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He~r ih'e heart~• ~~~el1.•.!,1h, ·. -~- ~lit\ . ( 
Thme too hath bled, · •.• , ·,. ~ · ... . . ~i -
.. 
Thou, that has looked on Dea~ .. 
.Aid Ul when death i1 nenr;. . ."; . ~: . 
_Whisper of Beaven to Faith, :·~ ·""' · 
Sweet Mother bearf · -~- .. · !• 
Ora pro nobis, .. · . · · . __ 
The wave_ D)U~~~-k,.~e~p~ n ··:I, ...... 
Ora lfater or41· · . .I ·, 1~ ·• ~-. -~-.. ~ 
_.Star o_t the .Deep. /'--_--~~.. .· · \' 
.. ... RECITATIVE. s Han~el, from -iA, o;;,_toriol 
hf Sat"P"~ ·· • ' 
With might endued above the Ions of men. Swift· ·:~ 
u tho lightning's glance, his emuld necute,- and · .. 
apread his name amongst the. he'nthen rpund • 
.Air.-The Holy one of Israel'be thy gtii~e, ~ _-· ~, 
.. Tb~ ange~ of thy bi.rth staud by ~hl. side,,.· · · 
!o fame !mmortal ~o, · _ .t., .... {[l- ·'·i . 
.tteav.en h1ds ~hce a~r1ke ;'heJ:~low.,-,00 i.if:,;' -·~~ 
.CMrus.-To fame_i~mort~~.go,j~-~:, s.ail t:.·( :·i,~:-...1 · ·, · 
r-!; (~:.~ .l· · __ .:.~·: ·11' .(;;-,:;~~-~1 bJr·~;~-, -~~; 1 .., ~-d1~·u~ ::~-,~~ . J 
·. s. -RECITATIVE. · ·: :, . Haydn'• chati~:"c>·~ 
<. . • .. •. . . .• -1'. 1 •·· ·; 
And God said: let the waters bring forth abundant· 
_ly, the moving creatures that have life;"· and fowl, that' 
may fly above the earth,· in the open _firmam~_nt of 
. heayen. . , . _ . . . . . . 1 
·· Aria.-On mighty wings, uplifted soar~'the' .ea.gle 
aloft, and cleaves the sky in swiftest flight, to the 
blazing sun. His welcome bids to morn the merry · 
lark-and cooing, calls the tender dove his mate.~ . ' 
From every bu11h and grove, resound the nightingale's 
delightful notes ; no grief aft'e~ted yet h,er breast, nor 
. to a mournful tale were tuned, her li()ft . enchanting 
)&71• . . . . . ·. <":!":i~-?_l::JI!J~~ ·.,~__:.• 
Recitative.-.And-· God created 'great whales, and-. 
every living creature th~t moveth ; and God blessed 
them, &Rying. be fruitful all and multiply.· Ye winged _ 
· uibes, be '?'ultiplied and sing on e_very tree; mul~iply • 
.~~.: 
·• 
•· 
. ye finny tr1be1, and fill ea~_b water7 deep;, be frullfu~, · · 
~ ~~ 
- ~· ::~ .. _ ... ~ . ' .. ,... - . ' 
····· .. ::·:~· ;,_;r~ .. i.{... --~· ..• _:: )~fM~ :<< j 
·, -~·,· .: ~,..\·:::: .. ·?~~ .L.:,. ,.·<: .·· .;, :·>,,· ·.! 
-- . ·:.·. . -A:.·.:· ... 
.. ; .. - • ·:_· ... :; 7 '· .. ,.;" ·: - ... , 
.. ,_ , ."·J ·: :. ·J .. :- ... : .... - .-. ~ .... ,_ 
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'{. ,; ' ,. :: .. ·· . . . '. . ..... ::~:-- ~~.. . . . ·. c;r, ~- .. ;· ~. ·~-"':i-1! ·\.'' .. ·-·. ~·-· 
i' ' ~ ... aud aiulciply:';ii: ~o~r ~ aDdLord ~, { / , '1~ ;L 
joice. And the ttngels struck their immortal harps; . ' · /;:. ;: 
. &Dd _the wonders of the fifth day sung. · · .. :· .. ~. · · · p ·'· 
Aria.-Most beautiful appear with vet.dure yoWl§.· . .,.. . ,· J·•·.'~.\-
adorn'd th<' gently sloping hills; their narrow.·ainu··· .... · i:t)' 
ous veins, distil in crystal drops, the fountain fresh ·. · · • - ( ;;;·_··. 
and bright; in lofty circles plays, and hoYer tfirongb .. ~ \~:-: . 
'the sky, the cheerful host of birds: and in the !yinr .. · ... ~~ . ~- -~~}-: 
whirl, the glittering plumes are dy'd, as rain-bows ~7' • . .. '!. .. .. '- . 
the sun. . . ·.l_. -·-.·--··1 · ···-• ... ; • ·• ··.··'I l:--~:·· 
~ • I .t•' :-·'~' ...... ~~ .,. ··;~ • • -~ ··~. ,..._.; ·t ... -~- : 
G. ~0:e1-:nt orb of' day; .t·-.'-i.f~::~~-~---~.·:·~-~; ~·-f.J~:\~-~ 
Emitshisgolden ray;···. :'···;_·<o·~;;._ t:·<;:;_ :·\:. ~ ~-._-'·.;·1·:5:< 
Nor peeping through the ~ri_m_son'd .c1oacJ,f~ . "(< · ;; . ~ • I {~ ·; 
· In toil beholds the servile crowd. -. ·: ·' · · · :•r~ · ~ .• · .· · . 1' \-'J<'· 
Nor •?und the tah'r!ng instrumenta·of' aft;;·.·_.-: ·. · ... ·~· ;,_<·::·>> ~~}~}·, 
0; Nor dm_ of uamc ocboo tb~gb . - ,":''~-, . ·,, ,. ':•: >f~.,;·;, 
:~:::~:~;."!h::~:~!d~li:!'~~. :· '<;~~! ' •·.. : :~::_:·_._· -i~-~-'-.· -•. _.-.~_, 
Or chiming in the lofty tower, .;"~ · · "'•!_ ':._· " · · ;:J,_·. f ~j:/J ~~'sJ;b~~~~ :;:: =~~~~; ~r~~~- ~ie~tb~;~,:: · • · ·:; :.< · ·} f~ 
3. Not WArriors' teats in arms,- · • :~·- ·, · .· ·_ : :it;., 
Not )livers' fancied charms,· ·'· .· •·· . ;·, . ':·:'. . ~- ·~:.,_i:}_;~-Nor&ellmen~etnilstosingbemine0 '., ~,.:·· ... ·. ~~ .. ~ 
Nor festive·3nys, ,nor maddenin~ wine;, ·i·;·•'f... ~ -~~-> 
This sacred day to sacred' song be giveni . '·· · : ·.'/ ' i· • ,,, -
Tt~.=~~; .. yo Uem~liog auiogo lho,~,:.' ... '.,. ·,. .. }~· ·:~: 
,.. .: ~·" 7. SONG_;,EPTHAH'S 'DAUGHTER. . • ~-,f.?,~: • .. _ > · ·'. ti ··c:: 
•·M~--- . . ·'·:~:: .. , · Braham., ...,....;~ ··. · 1 ,.~ ~.· •• 
' ·: . . . . .... ·. ..... . . ·. •; ~ -;.·- .. , .... :.~ Since our rountry, our God, Oh mr aire I · . ~- · 
Demand thRt thy daugh~er -expire,h_ h .• ··.;.. ~};'>\: '. · · · -~,, -_~}-~--~ 
Since thy trium,,h was bnught "'it t 1 vow,~;; .:· . ···, ;: f, 
St-:ike the bn~Cnrn that's bn.red to thee DOW.~. ·:~•[;' .·· -~j.'.. · · • ,· · · . tC·'t· :~; .. 
.lad of th1s
1 
Ob my father, be su~-e.- :.. ;,, ;; .~ ~ -~ · ·:;... ~ · ~--, ..•.. ·.· .
10
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·. -,....{,) .. ~<... • ' . ' .... : :,;; ; --~ .::':~ ~ 
. That the blooq of. thy child is aa pure, ".: .: . " ·• •:.1: \.' . '· .; 1 
.As the blessing·.! beg, ere it .ilow,. < -- - ·:·-. \ •• ~--
.And the last tJlo~ght tha~. IIPO~bea.m·e belo,.~.: •. :- , ~-- _.; ~ . 
Though the v1rgml! of fo.ale.-n JameDt,··. .:·. ~ ...... · 
Be the judge and the~l1e~ ~b.tient; ":_ _ .••. - · ~ . . ~ . :: ··_': 
I bRve won the great battle fOT· thee, ..... · · .: . ...... ..... 
"'!·' 
And my father _and cou"'y· are free. :. '. i ·-: cE -.; ,···-
When this blood of thy giving bath gushed, · ::~·,: ·. ·, ·· ·· 
When the voice that thou levest is hushed, ,:c ~ · . 
... 
... 
. ' . 
-· :. .. 
Let_ my memory st!ll be thy pride~ . . ..... : · 
And forget. not I smiled aa -~ died. ~ :· · 
, I .... c.vi:.;j: .. o. •• { ~.··: ·~. J' • f 
8. SENTENCE. Dr: Ct?Jl"'coti.-_-:• 
,_ 
Grant we beseech thee, mer~~ful Lord l ·to thy 'faith· 
ful people, pardon . and peace? that . they may be ... 
cleansed from all their sins, and serve thee, 'with a .. 
quiet mind ; ~brougb Jesus Ghrist _our Lord~ .. AmeD.-. · 
:-:;·~·· ·~ :: <:-::·· 1 ::' ,_·.~~ ~ ... ~ • .:~·r.::i··· 1 •• ~·.··. 
9. SElttENCE.· . • -~.- -~~;.t· 
Holy Lord God or' Hosts t' who art; who. wait; and 
art to come. Heaven and earth are· full of the· majes-
'ty of thy great glory, Holy Lord .God of Hosts! ~e 
worship thee. We praise thy name and, glorify thee. J < • ': 7• p•aioelb7 bo:!."""'"• :·::~·.~~,;,;~~ . 
·. t '«• '·., .• , ..• __ , .. ,,O:(tf .... 
') ~~ :> t: .. : . :~~I~~~·::;: ~;i~i;~j.: ;;~.y · .. :~:~ff' .· -. -
'. ·:. · .. :~ . : .: '~t1ij~~~-:~.}:b~; ::;:.~~-~ :;_?tf·\: ··~~~ : 
'l ·- ._. ,, ., ' ' ' " "'<"'·''' " •· .... ,, $. ' 
:·{ . .,_ ... .-:·· ·: :·~ .. ~~:?~~~-. / ... -~ .:_.::_->:·: ..•. :·:~.:. c.~!.:•"_:;. ·. 
'.!: I j 
. 
·l 
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-t CHORUS.. 
:I;et us wiih a joyful mincl, . · :. ''··' · ;_ .' · - ' . 
Praise the Lord,. fi•r he is kiod; ··'· :_-: · · •· · 
For his meicies ahall endu~e. ·_ · '. "~ .... < 
-•• '-!- ... ·, 
Ever faithfut,:~ver sure. .. • J · :.' 
_~HaU:~~~·-AIJie•~--- -· ·:--~. 
,. .. ~, 
~ '. ~ 
•"f --
•' ... ~ 
. .... ! .. 
·. 
~ :~· 
..... ~ .. 
.···• 
' ... :. 
2. AIR. ... '· ~-: Gerrriati: :~- .• -· · . ·•~ · 
"' .. ~ .... 
I. Come ye disconsolate, where'er you languish, : :·~. .;·· ,- _ 
Come at the sl1rine of God, fe"ently kneel; · .. - •:. 
Here bring your wound eo hearts, here tell your anpiah; 
Earth has no aorrow tha~ heaven cannot heal.· · ·;:~~ ·,,_ 
2. Joy of the desolate, light of t,he·&trayirig,· ·;- · ''(,;, ' ' · ~~- ~"Y~ "'·' 
Hope ~hen all others die fadeless and pure,:.· • • -... ::;. ·:·: 
Here speaks the comforter, in God's name sayinr~ ·, . , - , (<~ . 
Earth has no aorrow tbat heaven caanot cure. ;. •• t R:;:~ Now hoavon inC~;~:::: ~.a;,: .,;;; -~ • -~--~- i~_-:_·: __ ;_'_, 
smiles in all her rich attire.. 'I' he room .'of -ajj with _. ~ -.·:} • .-.. _ 
fowl is fill'd ; the water s~ell'd by shoals of fish; by,).'/- · ~ ~· ·> ~ 
heavy be~sta the ground 11 trod. But all, th_e.~r~ · ·. __ :,.-· _ .r.: ;;;-----.~-. 
was not complete ; there wanted y;et tha~-"Wo'ndr~lli · ·. · • . .. · .. :..~{': 
being,. that grateful should God's powe_r ,.admir~·· ._- . ,·~_:'!::_·;··~:s:~:--_:_·: __ ·-.·-~ .. -,-_ 
With heart arid vuice his goodness praiA;.:·_;.f'j,;.;~~~;,: · ~-- .·· 
· Uriel. And God created man in his own image; in · ·-·':· ::~::g:e ~t::.~ cH:~t~~e!~.e;~~n~o~~~:::::~:~~: --' . -·.;. :_.·.:~~~~:>. 
breath of life, and man became a litin_g IIOp\,"ftf'."' ·, . · •• - • 'f :~ · 
-~~1-1~n Jl-~t~:·-~~~tha~~,~~:1:~~j~~.f.L~!~·. > ·- . ·, :~_:_·,:·~_t_::-~_,:_,,·_~:~_._:_:.' 
·••.~ .. ~··""• 'k~-. ' '. ··--·~)i~JA.-;-:~··.F~·.f'-...;" ,.-~--,\.. .. ' ~-
.· : .}~-( :~ -; "-_ .. · ,___ .: __ :._-~:·  __ -... '"._·_.;..· __ -_· ~:::~~~~r·,·:~~- < . . ; ~- <}~_: 
• .• .... .. .. ~ .. - . • ) • . • ,. t, > .. ·, >- · .. -~ }~·~ ·_:_ ~-
.. _ .... ·-:r .. ·~ _ ·:.:-· 2~·- ~: ,:~· ......... ·- .. ,..,..~ .. • 
·•. ·•• . ' ·_L· • . ·~· :•· •' - :_-~ .... _---_ ... _:_~}:;_:1_=_~-:~·>. 
·' '.:.. ~i!.::.. ·. •. ... . ~-· 
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ty, courage, strength adorn'd, t~ heaYen er~ct and tall, ''. 
he 'stands a man, the lord and king of nature all. 
The large and arched fr.,nt sublime, of wisdom deep. ~ ,_ 
declares tho &eat, and _in his . eyes with brightness, 
shinea the soul, the bienlh and ·image of his Ged • 
. 'Vith'fondness Jeans upon his breast, the partne~ ·for 
him form'd, a woman fair, n_nd gracefur spouse. Her 
aoftly smiling virgin looks,.o.f flowery sp1·ing the. mir-
ror, bespeak hi:n love, and joy, and blias. : - - · 
....... ~ . -· ; . 
4. HYMN. 
• 
.:.~ W.WoJh 
Snints and angels joined in. con~·- • • -- •· 
Sing the praises of tlie ·Lamb. -- . . · .,. : 
While the blissful seat11 of heaYen.:. .-, :,, 
Sweetly ·echo with hia name.·· .. , -~,. ·· 
.. ' , ..... 
• . 5. _SO:iG. 
The breaking waves dashed high ' . " ; .... 
On a stern and rock bound coast-;- · 
And the woods, against a st~rmy 1ky,;; 
Their giant branches tossed ; 
.. -
. 1.-
-~· 
·'. 
And tb~ heavy night. bung dark; . · · ;•·. 
· ...... The hills and waters o'er, ..:> ,-;... _. ~-
'When. a band of exiles moored their bark:·: · · · ~ · . 
·. o_n the wild N~w England s~ore. • :··· -:- ~ <'• '"'·· .. 
Not as the conqueror comes, . - : ... · ,_;}, ; .1· .. " 
They the true hearte!l, came ;- · · . · 
Not with the roll of the stirring drom1, ·.- ·,. -,: ~_'; . 
And the trumpet that siltgs of f(lme ;~ · ~ :''' ,.: · :' . 
·:' ·, N~tas tl1e flying come, --~ . •' • ' ··- ••. ::: __ ,~_:j_~-: _. :~/·. 
· In silence and in fear:-· . · -. · .. ·; : · ·~.­
They shook the d~ptha· of the desert'a gloOm~,:- . .' .. 
· With their hymns of loftJ cheer, · • · · :·-. _.'-._:_- ~~- -· 
•• "' ' ~·' . .. . • ..· .'~" 2 • ""~·: ! .. . • .r. 
. Antidst the-sto~m they sa~g,• ·'·· ··,~·· ·- ., . 
And the stRrs beard, and the sea; 1 : •• ' - ., ·: ·• . 
. -
- And the sounding aisles of the dim wood1 -raul:;_j-i ·- · ., 
_ To the anthem of the free •. :, ,•; ... ' ;_ ( _ --.: .... ~.- .'. - .. 
l'<:;~~ ... :' : ·.• ,:~;.: / . ,; . ·; .. ·. .. ;;~, <~~~~~~ .. 1\·y:_f_~··. ~· }) ~ . . . ·.~ '':ir::i~: ?'; ~ )_ - ·~:_,_~--~·;_ .- -: --.. -~ ~- : ~ . 
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during the 1S20's and 30's. Instrumentalists must have 
been s~arce in the Worcester area ever since 1S22, since 
most of the advertisements from that time announced the 
employment of Boston musicians for the accompaniments as 
well as for solo purposes. 
And so it went, up until the year 1$39, when the 
Harmonic Society quietly, and without advance notice, ceased 
operations. Nothing further was heard from Mr. Perry either, 
and the Society gradually seems to have lost its momentum 
and energy from about the middle of the decade. 
A rival Mozart Society had a brief existence in 1$37, 
as recorded by two notices in the Massachusetts ~· The 
first, on July 12, offered an ambitious concert series: 
WORCESTER MOZART SOCIETY 
Season tickets, admitting the bearer to 12 Public 
Rehearsals and 4 Concerts may be obtained at the 
Store of Dunbar, Bigelow, and Co. The first Public 
Rehearsal will be on Friday, the 2Sth inst. 
E. Sanger, Sec'ry. 
On August 2, it was announced that 
the Worcester Mozart Society will have a Public 
Rehearsal of Sacred Music on Friday, August 4, at 
the Union Church, commencing at half past 7 o'clock, 
precisely, to which the public is respectfully 
invited ••• Admittance Free. 
Apparently the sale of season tickets had proved 
disappointing, and the fate of the rest of the series is not 
known, since the press was subsequently silent regarding 
this matter. 'l'he Harmonic Society appears to have been 
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somewhat moribund during this year; possibly the new organ-
ization tried--probably unsuccessfully--to fill the breach. 
During the decade 1840-1850 there was evidently no 
strong choral society in the town. One William Sumner 
appeared as a prominent singing-school instructor, however, 
and developed his class into a Sacred Music Society which 
gave concerts during 1846 and 1847. No other organization 
appeared until 1850, when a new Mozart Society was organized. 
The preamble to the constitution of this organization aptly 
summed up the previous musical development of the town and 
expressed high hopes for the future: 
The organization of Societies for the improvement of 
Musical Science, is a custom which has long prevailed 
throughout New England, and it must be apparent to all 
who are familiar with her history that such progress 
has been made, not only in_ the style of singing, but 
in the science and theory of music, as to afford certain 
indications of increasing refinement in the public 
taste, as well as a universal fondness for the 
art •••• 
Abundant material already exists ••• to lay a 
foundation of a permanent society which will, in a few 
years, be to Worcester, what the Hfindel and Haydn 
Society has been to Boston •••• J 
This new society did, in fact, prove itself to be a 
worthy successor to the old Harmonic Society, even though 
it did not quite equal the fame of the Boston society, In 
the first year of its existence, three concerts were 
30History of the worcester Choral Union (Worcester: 
West and tee Game~l~), p. 4. 
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presented, and during the next sixteen years, a total of 
forty-seven performances were given, including excursions 
to Lowell, Fitchburg, Grafton, and Leicester. In 1866, 
the Mozart Society merged with a rival Beethoven Society, 
and a strong, active, and enduring Choral Union emerged. 
There also developed, about this time, the famous Worcester 
Music Festival, an annual three-day gathering which, over 
the years, has attracted noted conductors, soloists, and 
ensembles from all over the country.31 
Thus the importance of the old Harmonic Society lay 
not only in the pleasure which its activities afforded the 
townspeople, but also in the groundwork which was laid for 
the future cultural development of the city. The citizens 
had acquired a taste for good choral music and the demise 
of one organization always seemed to spur efforts to 
organize others to fill the breach. 
One other trend can be noted--a trend quite typical 
of the mid-nineteenth century, as Massachusetts underwent 
population shifts and industrial expansion. As the Worcester 
Harmonic Society became a strong organization with a growing 
reputation, similar societies in small neighboring towns 
seemed to wither and gradually die. Towns like Brookfield, 
31Raymond Morin, The Worcester Music Festival, its 
Back~round and Histor~, rg;S-1946, (Worcester: PUblishea-by 
the orcester County usical Association, 1946). 
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Millbury, and Westborough, which had once been of comparable 
size to Worcester, gradually faded in comparison until they 
became as they are today: tiny dots on the map threatened 
with annexation by the sprawling city on the shores of Lake 
Quinsigamond. The centralization which occurred tended to 
drain the small towns of their culture as well as their 
young people, and since that time they have had to depend 
upon the city for the arts. 
III. MUSICAL SOCIETIES IN TAUNTON 
In the early part of the nineteenth century the town 
of Taunton was one of the chief stopping-places on the road 
between Boston and Providence. Boasting a prosperous 
population of about 4500 inhabitants, the town developed a 
ch9ral society at a relatively early date, a fact which 
was due in no small part to its auspicious location. 
Musicians both from Boston and Providence passed through 
Taunton many times in their travels up and down the coast. 
Oliver Shaw's Psallonian Society in Providence was doing 
the same sort of work that the Handel and Haydn Society was 
doing in Boston, and interaction between the two groups was 
frequent. 
The first reference to Taunton's Beethoven Society 
was found in the Old Colony Reporter on May 9, 1821, in a 
notice requesting the members to attend a rehearsal. On 
June 6, 1$21, the first concert was announced in the SRme 
newspaper: 
BEETHOVEN SOCIETY 
The Beethoven Society informs the publick that an 
Orator~ of Sacred Musick from the works of Handel, 
HaydenLsicJ , Mozart, Beethoven, and other authors 
will be performed at the Meeting House of the First 
Congregational Society in Taunton on the 14th of 
June current; the proceeds of which are to be 
appropriated to the purchase of a Music Library. 
The performance to commence precisely at 6 o'clock 
P.M. Tickets of admission are 25 cents each. 
Unfortunately, no program of this concert survived, 
although it can be surmised that the music came from the 
Old Colony Collection and from the collections of the Handel 
and Haydn Society. The original records of the society have 
been lost, but it is known that Col. Salmon Fobes was its 
first director, Jotham Colburn was instrumental leader, and 
James Sproat was the secretary.32 
Concerts were given on December 25, 1821, and February 
11, 1$22. The latter performance elicited two reviews in 
the Old Colony Reporter: 
In pursuance with previous arrangements, the Beethoven 
Society in this town made a publick exhibition of the 
musical talents of its members, joined by several 
distinctive persons of Boston and Providence. The 
32Much of the material herein was taken from 
w. Wallace Austin, "The Musical History of Taunton" (unpaged 
pencil manuscript, no date, in the Old Colony Historical 
Society, Taunton, Mass.). Cross-checking with primary 
sources has established that Austin's work was thorough and 
accurate. 
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selections were judiciously made from celebrated 
classical authors in this elegant and refreshing 
department of science, and the performances were 
such in taste and execution as to delight all ears 
of those attuned to the most delicate, perfect 
concord of sound, and to those less inspired 
auditors who love to liRten to the fine and vigorous 
issues of a good choir.JJ 
An editorial in the same edition commented: 
Beethoven Society. We have heretofore avoided 
notice of this Society, not from any want of friend-
ship for its object or dissatisfaction of its perf-
ormances. It was established six or eight months ago 
for the improvement of sacred musick, and the inhabi-
tants of this village have frequently been enter-
tained with its exhibitions. We profess no qualifi-
cations for the office of criticks in the performance 
of this Society, though we are sure nothing would be 
hazarded in the opinion that they usually exhibit 
much of skill and good taste. The concert on Monday 
evening last was numerously attended and to the 
entertainment furnished by the Society3was added an Address on Musick by Mr. Sam Presbury. 4 
The ~distinctive persons" mentioned in the first 
article were Messrs. Shaw and Massero of Providence, and 
Messrs. Ostinelli and Warren of Boston. Oliver Shaw 
probably sang some of his favorite airs, and the other 
gentlemen augmented the local orchestra. 
330ld Colony Reporter, Feb. 13, 1822. 
34other accounts give the speaker's name as Samuel 
Presbry; since the latter spelling appeared most often, it 
was considered to be the correct one. 
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Samuel Presbry's address was published in Boston's 
Euterpeiad in the March 30 and April 13 issues, 1822. The 
speaker began his remarks by outlining the moral and 
ethical values of music, and came to the conclusion that 
rrto cultivate music in the youthful mind, is by no means 
the least important of a parent's duty." It was this sort 
of idea that had given both moral and theological justifi-
cation to the singing-school movement and in the next 
decade was to provide the compelling arguments for the 
establishment of musical instruction in public education. 
Otherwise, this speaker limited his talk solely to 
considerations of religious music. The function of sacred 
music, said he, is to arouse the devout emotions: "It 
steals upon the enraptured soul of the Christian penitent, 
and gives to the bed of death a foretaste of the joys of 
eternal life." Some of the traditional psalms and hymns, 
however, were no longer considered suitable for devotional 
purposes. To illustrate this point, Presbry gave an 
example of several verses from one of Watts' Hymns and 
Psalms, two of which are quoted here: 
Eternal Plagues, and heavy chains, 
Tormenting rocks, and fiery coals, 
And Darts to inflict immortal pains, 
Dip't in the blood of damned souls. 
Tremble, my soul, and kiss the Son--
Sinner, obey thy savior's call: 
Else your damnation hasten on, 
And Hell gapes wide to wait your fall. 
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Such sentiments were thought wholly incompatible with the 
nobler emotions which music arouses, however effective 
they may be in a sermon, "in giving the alarm to a soul 
slumbering on the verge of eternal ruin." If people 
insist upon expressing such thoughts in music, said 
Presbry, "let them utter them in the harsh jargon of 
recoiling horror." Reflecting the ideals of the dawning 
romantic age, the speaker felt that nobler, more positive 
sentiments expressing such things as love, charity, and 
obedience are more suitable, especially in the musical 
education of children. 
In closing, Presbry made a plea for extensive 
patronage of the Beethoven Society, and he expressed an 
optimistic outlook for this country's musical future: 
The unparalleled rapidity with which a musical 
taste has been diffused through our country from Maine 
to Georgia is prophetick of happier days ••• for it 
is in the grand character of music to put an end to 
all barbarities, and to assimilate the soul of man to 
its Maker. 
Although it is not known if Presbry was a clergyman, 
his remarks displayed more than a layman's knowledge of 
theology and current religious attitudes, even though his 
ideas concerning the moral powers of music took an extreme 
position, even for that age. Nonetheless, this address is 
remarkable in that no mention was made of musical style; 
the greatest concern was for textual problems and the 
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various kinds of emotional expression. Apparently, at 
least in Taunton, the church music itself had long ago 
been reformed to the tastes of the clergy, and the emphasis 
was now upon refining these tastes, increasing the technical 
abilities of the performers, and keeping the tradition alive 
through the education of the young. 
On July 4, 1$22, the Beethoven Society furnished 
music for the local Independence Day celebration. From 
this date until 1$26, Austin reported no further public 
performances by this organization.35 
The Society gave a concert in South Bridgewater on 
October 4, 1$26, and repeated the performance on November 
22 at the Rev. Mr. Hamilton's Meeting-house in Taunton. 
Programs and reviews of these performances were not pub-
lished in the papers, and no other account seems to have 
survived. After these two performances, the society 
apparently disbanded. 
The instrumentalists who furnished the accompaniments 
to the choir of the Beethoven Society was formally organ-
ized as the Taunton Philharmonic Society in 1$25. This 
group grew out of the "Taunton Social Band," which provided 
entertainment for picnics and "socials." Perhaps in 
imitation of Boston's Philharmonic Society, the organization 
35Austin, 2£• ~· 
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changed its name and began to cultivate the music of the 
rrbest classical authors.rr The original members included 
wm. B. Crandall, violin and flute; Jotham Colburn and 
S. C. West, clarionets; Zephaniah 1. Hodges and Nathan 
Fisher, violincellos; and James Sproat, double bass. The 
ensemble was supplemented as the occasion demanded by 
visiting musicians and by members of the local brass band. 
Jotham Colburn was the first leader, but William Crandall 
soon became its director and held that position until his 
death in 1872. 
Crandall was born in Taunton in 1804, and from his 
early youth he was active in Taunton's musical affairs. 
Austin's biographical sketch of this man failed to mention 
where or from whom he received his musical training. He 
was evidently a competent violinist, and was well able to 
lead the orchestra whether it performed at a "social," a 
dance, or whether it accompanied the choir in the music of 
Handel. He also assisted at similar performances in other 
towns, since his name appeared in musical accounts from 
Bridgewater and New Beeford. 
Zephaniah 1. Hodges (1786-1870) was also a local 
personage who learned to play several instruments well. 
He was a charter member of both the Beethoven and 
Philharmonic Societies, and became well known for his 
home-made bass viols. In 1823 he also built the first 
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organ used in Taunton, which was installed in the Broadway 
Church. 
The next mention after 1826 of a choral society in 
Taunton appeared in the Bristol County Democrat on July 
16, 1835, which stated that 
a series of vocal and instrumental concerts or 
rehearsals by the Glee Club and the Philharmonic 
Society would better subserve the objects of these 
Societies and the enjoyment of the lovers of music 
than the giving of performances and charging 
admission. So a series of nine public rehearsals, 
at their Hall, will be given. The price of tickets 
for the series: Gentlemen, $3.00, Ladies $1.6P. 
These prices will have a tendency to produce select 
audiences and will be considered of little consequence 
by lovers of music; and the attendance of others is 
not particularly desirable. 
CsignedJ Abraham Pierce, James c. Brown, 
William B. Crandall, committee. 
This haughty announcement was the only reference found of 
a glee club in Taunton, and the implication arises that 
it may have been in existence for some time before the 
notice appeared. 
On March 2, 1836, the Bristol County Democrat 
published the following advertisement: 
The inhabitants of Taunton and vicinity disposed to 
aid in the formation of a Society for the improvement 
of sacred music are requested to assemble at the 
Market House on Friday the fourth of March, at 7 P.M. 
to concert measures for said Society. The above 
notice is for all persons without distinction of sex 
or denomination. The purpose of this Society is to 
enlarge the taste for vocal and instrumental music 
and to further the cultivating of musical talent, 
thereby improving and increasing the sacred Choirs of 
the several Churches, a Union of whom compose the 
Mozart Society. We also wish to purchase a Music 
Library. 
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The meeting must have been considered very 
successful; a subscription paper was passed which stated: 
For the purpose of improvement in vocal and instru-
mental music in Taunton and vicinity, and to form a 
society for that purpose, the subscribers promise to 
pay to S. o. Dunbar, H. M. Barney, George S. Pierce, 
William A. Crocker, and Harry Sproat on demand the 
sums set against their respective names, et~. Dated, 
Taunton, March 4, 1g36. 
Ten persons subscribed ten dollars each; thirty-three gave 
five dollars; forty-eight gave three dollars, and numerous 
others gave lesser amounts.3 6 
Mr. John Bartlett from Boston was named leader of 
the new society, and he was assisted by William B. Crandall 
and the Philharmonic Society. During 1836 and 1837, there 
were no public announcements of concerts, but in the years 
1838 through 1840, no less than ten public performances 
were presented. Several of the programs survived, and two 
of them are quoted here, as examples of the group's musical 
fare: 
PART THE FIRST 
Selection from the Oratorio of David 
PART SECOND 
Chorus. The God of Israel 
Song. The Lord of Day 
Neukomm 
Rosini CsicJ 
Neukomm 
36samuel Hopkins Emery, History of 'l'aunton, 
Massachusetts (Syracuse, N.Y.: D. Mason-and Co., 1893), 
pp. 690-695. 
Duetto & Ch. Ode to Harmony 
Song. The Last words of Mormon 
Duetto & Ch. Dedication Anthem 
Song and Ch. Intercession 
Chorus. 0 Praise God in His 
Holiness 
Trio. The Hour of Prayer 
March & Chorus of Egyptians 
Vogler 
Clark 
Nolcini 
King 
Zeuner 
Kingsley 
Stegman37 
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Neukomm's oratorio, David, first performed and published 
in this country by the Boston Handel and Haydn Society, 
achieved a popularity in New England during these years 
which was exceeded only by the tried and true favorites 
from the Messiah. Other selections on the program reveal 
a lingering interest in King's Intercession from the 
Handel and Haydn Society's 1$21 Collection of Sacred Music, 
and the recent appearance of Rossini's music on concert 
programs in this country. 2euner, a church organist in 
Boston during the 1S30's, was active in the Handel and 
Haydn Society and had achieved a measure of local fame as 
composer, conductor, and tune-book compiler. 
Another program, printed in the Bristol County 
Democrat on November 2, 1$)$, was more traditional in 
content: 
PART FIRST 
Ode to Harmony 
Power of Song (Duetts, Songs, Trios, Chorjsses, etc.) 
Rumberg LsicJ 
37Quoted in Austin, 2£• £!!., who did not give the 
exact date of the program. 
PART SECOND 
Overture, Organ. 
Now Elevate the Sign of Judah 
Song, Hebrew Mourner 
Rec., Now the Philistines 
Chos., Lo He Cometh 
Air, Cheerful in the Forest Gloom 
Duett, Holy Order 
Chorus, A Thousand Active Hands, etc. 
Quartette and Uhorusses, Gentle Peace, 
3J8 
Hayden (sic] 
Hayden (sic) 
A. Romberg 
etc. 
Song, They That Go Down to the Sea, etc. 
Hayden [sic] 
Chorus, 'rhe Lord is Great Righini 
Both of these programs contained some numbers that 
can not be considered sacred; several other programs from 
the same years likewise showed a mixture of sacred and 
secular selections. 
On May 24, 1840, the Mozart Society presented the 
first and second parts of Haydn's Creation, which Austin 
stated was the first complete performance of this work in 
Taunton. After this event, the Mozart Society seemed to 
wither and die. The rest of the decade seemed to be 
singularly lacking in public musical activities, although 
an Amateur Musical Society under the direction of William 
Crandall gave concerts in 1842. 
A new Beethoven Society was organized in 1847, 
although it did not give public concerts until 1854.38 
38Records 2f ~ Beethoven Society from ~ 
(manuscript ledger conta1n1ng m1nutes, memoersh1p rolls, 
and the like, in the Old Colony Historical Society, Taunton). 
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This organization proved to be solidly established, however, 
and endured throughout the rest of the century, and well 
into the twentieth century. It was this society which 
originated the South East Massachusetts Musical Society in 
the 1880's and 1890's which held two or three conventions 
per year in Taunton. These three-day festivals attracted 
many musicians from other areas; in its heyday it assembled 
300-voice choirs, 200-piece orchestras, and had an annual 
budget in excess of three thousand dollars. 
This account of the musical societies in Taunton has 
by no means covered the entire musical life of the community. 
There were more than twenty separate bands in the town 
between 1800 and 1900, and the church choirs must have been 
continuously active since the beginning of the century. The 
choir that was able to perform "Sacred Musick from the works 
of Handel, Hayden, Mozart, and Beethoven, and other authors" 
in 1821 did not become so competent overnight, as the news-
paper accounts might imply. Most of the leaders of these 
local societies were local people, and except for an 
occasional appearance of professional musicians from Boston 
or Providence, they had to rely upon their own musical 
resources. The amazingly active musical life of this town, 
despite its periods of stagnation, shows that the amateur 
musicians and community leaders earnestly devoted their 
leisure time to the cultivation of fine music. 
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IV. MUSICAL SOCIETIES IN NEW BEDFORD 
The extreme southern region of Massachusetts did not 
achieve great cultural or economic prominence in the 
eighteenth century. The town of New Bedford, formerly Old 
Dartmouth, did not come alive until after the turn of the 
nineteenth century when the whaling industry and the China 
trade brought much activity to the town's good harbor. 
Thus New Bedford did not develop an educated class that 
could patronize the arts and support a choral society until 
the third decade of the century. 
The first notice of a musical society appeared in 
the pages of the New Bedford Mercury on November 5, 1S24: 
UNION MUSICAL SOCIETY 
Regular meeting of the above society (for the purpose 
of practicing for a public oratorio) will be held in 
Town Hall every Tuesday and Thursday evenings at i past 6 o'clock. Punctual attendance is required by 
order of the president. 
wm. Howe, sec'y. 
This advertisement suggests that the Union Musical Society 
had been in existence for some time and, as the name 
indicates, was probably a union of singers from the various 
church choirs. The next notice appeared on November 26 in 
the same newspaper, and announced the full program for the 
forthcoming concert: 
NEW BEDFORD ORATORIO UNDER THE DIRECTION OF 
MR. HOLLAND 
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The Public is respectfully informed that the Mozart 
Societh intends performing a selection of sacred mus1c 
from t e works of Handel, Haydn, Mozart, etc., at the 
Re,v. Mr. Dewey's Meeting House Thursday evening, the 
2nd of December next, being the day appointed for 
Thanksgiving. The Society being an association for 
the purpose of improving taste for sacred music by 
practicing compositions of the best masters under the 
direction of Mr. Holland, looks forward with confidence 
for the liberal support of the public on this occasion, 
to enable them to provide musical publications for the 
Society and to remunerate the director for his 
professional services. 
ORDER OF PERFORMANCE 
Part First 
Chorus - The Great Jehovah is our Awful Theme 
Anthem - I Waited Patiently on the Lord 
Chorus - Father we Adore Thee 
Solo & Chorus - Hark the Vesper Hymn 
Chorus - Now Elevate the Sign of Judah 
Air - There's Nothing Sure but Heaven 
Quartetto - Lovely is the Face of Nature 
Solo & Chorus - Child of Mortality 
Air & Trio - Fall'n is thy Throne, 01 Israel 
Chorus- Glory by[sicJ to God on High 
Part Second 
-
Handel* 
Chapple* 
Haydn**** 
Dr. 
Stevenson** 
Haydn**** 
Shaw 
Mozart 
\:Haydn ?j*** 
Bray** 
Martini*** 
Mozart** 
Recit. - Father Thy Word is Past ) King's 
Air - I for his Sake 
Recit. - But He shall Rise Victorious 
Chorus - The Multitude of Angels 
Oratorio in the 
Intercession*** 
Solo & Chorus - Gently Lord, 0 Gently Lead Us 
Chorus - Them the Fierce North Wind 
Mozart**** 
Whittaker 
Bray 
Mozart*** 
Dr. 
s,tevenson*** 
Air - Peace and Holy Love 
Chorus - Holy Lord God of Hosts 
Quartetto - They Played in Air 
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~ We Praise thee; 0 Godl 1 Chorus All the Earth doth Worship Thee Dettingen Te To the Cherubim and Seraphim Deum, Handel** 
Tickets of Admission 50 ¢ each. The performance to 
commence at 7 o'clock. N.B. The words of the 
selections will be printed in pamphlets and delivered 
gratis with tickets or sold separately at 6¢ each. 
(*Old Colony Collection, Vol. I. 
*1Uld Colony Collection, Vol. II. 
***'lrandel and Hiy~ S.ocietz Collection of Sacred 
Music, vor. . 
****Handel and Haydn Society Collection of Sacred 
Music, VOI. II.J --
The asterisks indicate that the Society made good 
use of the four domestically published volumes of European 
sacred music which were currently popular in New England. 
that 
The same issue of the Mercury commented editorially 
the taste & skill of Mr. Holland and the talent with 
which the different departments may be expected to be 
filled, give a fair warrant that lovers of sacred 
music will not on this occasion be disappointed of a 
rich treat. 
For the first known public oratorio concert in this 
community, the program appears to have been quite ambitious. 
It would be tempting to believe that the Union Musical 
Society had existed for some time, and that the change of 
name to Mozart Society indicated that the choir perhaps 
felt itself ready to perform in public. 
The society's director, Mr. Ralph B. Holland, was 
prominent in the musical life of at least two other New 
England communities prior to his appearance in New Bedford. 
His name appeared on the rolls of Boston's Handel and 
Haydn Society in 1818,39 and he was active in miscellaneous 
concerts there until 1822. The Euterpeiad published a 
notice on April 22, 1820, which stated that 
the Philo Harmonic and Handel and Haydn Societies 
intend patronizing the concert of Mr. Holland on 
Tuesday next. Mr. Holland's talents for singing are 
principally confined to a clear and distinct verbal 
articulation •••• he has a numerous young progeny. 
Another benefit concert for Holland in 1822 featured as 
accompanist none other than the formidable Dr. Jackson, 
who favored the audience with several solos on the 
carrilon.4° 
In the June issue of 1823, the Euterpeiad reported 
that Mr. Holland had conducted an oratorio performance in 
Augusta, Maine, on June 4 of that year. Assuring its 
readers that Holland was possessed of "a competent quantum 
of musical knowledge," the magazine went on to state that 
we ••• fervently hope the exertions of Mr. Holland, 
as a Professional Gentleman of talent, will receive 
such liberal patronage and support, as is commensurate 
with his talent. 
J9charles c. Perkins and JohnS. Dwight, History of 
the Handel and HCydM Societ~ of Boston, Massachusetts --
\]:oston: Alfred • udge an ~ns, 1883-1893), Appendix, p. 56. 
p. 108. 
40H. Earle Johnson, Musical Interludes, ££• ~., 
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In New Bedford, where he and his brood settled about 
1S23, his name immediately became known to readers of the 
weekly New Bedford Mercurr as a purveyor of all things 
musical. Newspaper advertisements made it known that he 
taught both piano and voice; he also organized singing 
schools, sold musical instruments, and organized adult 
performing groups. One of these notices stated: 
Advertisement 
Gentlemen desirous of forming an amateur instrumental 
band are requested to leave their names with Mr. 
Holland as soon as convenient.4~ 
Nothing further was heard from this organization, unless 
it accompanied the performances of the Mozart Society. 
A local historian provided an anecdote regarding 
Holland's rehearsal techniques with the Mozart Society: 
••• rheJ vigorously beat time with his foot, often 
with such emphasis as to be heard in the street by 
passers-by, [andJ in addition to leading the orchestra 
and chorus, he beat the bass drum that was suspended 
from the ceiling at a convenient distance.42 
William Howe, the secretary of the society, was a 
local bookseller who must have made a good profit from the 
current interest in classical oratorio. An advertisement 
published in the Mercury during the entire month of 
41New Bedford Mercury, Jan. 6, 1S25. 
42Leonard B. Ellis, Histort of New Bedford and its 
Vicinity, 1602-1892 (Syracuse, N •• : D. Mason ana Co., 
1892), p. 695. 
345 
November, 1824, offered the following items for sale: 
Handel and Haydn Anthems of Sacred Music; Old Colony 
Collection of Anthems in 2 Vols.: Handel's Messiah; 
French Horn and Trumpet, very cheap; also a complete 
assortment of new Songs, Marches, Waltzes set for 
Piano Forte; Bass Viol and Violin Strings of the 
Best Quality. For sale by Wm. Howe. 
Among the orchestral instruments played bymembers 
of the Mozart Society were clarinet, bassoon, bass viol, 
and double bass. Ellis stated that in later years Victor 
Williams, Wm. B. Crandall from Taunton, and James Staple 
played violins.43 One of the singers was Ebenezer Harvey, 
a schoolmaster who advocated the introduction of music 
into the public school curriculum. He himself taught music 
in his school, at his own expense and on his own time, 
from 1834, or some years earlier than Lowell Mason's similar 
experiment in Boston. 'l'he School Committee of New Bedford 
did not officially hire a singing teacher or appropriate 
funds for musical instruction until 1855, however.44 
Following the first public performance of the Mozart 
Society, open rehearsals and concerts were held throughout 
the winter of 1824-25. A notice in the Mercury on December 
10 announced that "the Society will meet after the concert 
at Town Hall each Thursday Evening at 6:30." On April 15, 
1825, the Mercury stated that "the last oratorio of the 
4.3Ibid., p. 696. 
44~. 
346 
season will take place on Wednesday, the 27th instant at 
the Rev. Mr. Dewey's Meeting House." The same issue 
requested all members of the Society to "attend a special 
rehearsal on Tuesday and Thursday in the ensuing week." 
The program for this concert was published on April 22, 
and included an 1ntroductory Symphony of Handel, two 
choruses of Beethoven, a selection from Handel's Messiah, 
and miscellaneous offerings by Shaw, Webbe, Kent, Whittaker, 
and Jackson. The inclusion of an instrumental number may 
indicate that the orchestra had become able to perform 
independently of the choir. This program is also somewhat 
shorter than the first one, indicating a possible concen-
tration upon quality rather than upon sheer quantity. 
The next concert season did not get under way until 
the following November, since the Mercury carried no musi-
cal announcements during the summer and autumn of 1825. 
A concert was scheduled for November 24, 1825, but the 
paper carried no program or review. Rehearsal notices 
appeared regularly throughout February and March, 1826. 
On April 28, the Mercury published the following puzzling 
announcement: 
The Public is respectfully informed that a selection 
of sacred music intends to be performed on the 16th 
of May under the direction of Mr. Holland, assisted 
by the Mozart Society. 
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The wording of this announcement could mean that 
the performance was for Holland's benefit, or it may only 
indicate an excess of egocentricity on the part of the 
director. The program, published in the May 12 issue of 
the Mercury consisted of yet another assortment of 
selections from the Old Colony and Handel and Haydn Society 
Collections, including works of Tallis, Haydn, Mozart, 
S;tevenson, Mason, and King. The performance was to commence 
at the fashionable hour of eight o'clock. P.M. 
For the next twelve years, the society had only a 
precarious existence, judging by the press notices. An 
annual meeting was announced for September 29, 1826, and 
thereafter only a few short announcements appeared from 
time to time. 
The Mozart Society must have existed in some form, 
however, during the late 1820's and 1830's, if only in the 
memories of its members, for the name was retained for the 
next spurt of public activity which came in 1838. In that 
year, the Society, now under the direction of William 
Nutting, gave a performance in Concert Hall on January 3.45 
The music was Haydn's Creation, and an address was 
delivered by John Soule. The performance was repeated on 
45rda McAfee, "A Community Music Movement" 
(serialized in the New Bedford Sundat Standard, five 
installments from Apr1l 9 to May 7, 916). 
January 25 at the Trinitarian Church. Mr. Holl~nd seems to 
have disappeared from the scene. 
Early in February of the same yeAr, there was a 
shift of organizations and names: a Philharmonic Soci~ty 
gave concerts on March g and 16, and on May 7. It _ioined 
forces with the New Bedford Haydn Society on June 15 to 
present Haydn's Creation at the dedication of the new 
Unitarian Church. The Haydn Society was incorporated in 
June, 1g3g, and since no more was heard of the old Mozart 
Society, it can be surmised that the new or~Bnization grew 
out of the remnants of the old. McAfee stated thAt the 
Philharmonic Society was formed just After the Janu~ry 25 
performance of the Creation, and thereafter provided 
accompaniments for the town's choral grouos.46 
In the autumn of 1g3g, the Haydn Society opened a 
juvenile school for "gratuitous instruction in musica.l 
science," and also gave three performances, on October q, 
10, and 14, of Neukomm's David.47 The work of the Haydn 
Society evidently did not last for more than one year, and 
the local historians did not report any further conspicuous 
musical activity until 1e56, when a vigorous and successful 
Choral Union was organized. 
46Ibid. 
47Ellis, loc. cit. 
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In conclusion, it may be observed that the earliest 
musical society on record in New Bedford was organized and 
directed by a professional musician who had very likely 
received much of his training through his association 
with the Handel and Haydn Society of Boston. There is 
little reason to believe that the town could have developed 
such a society without this professional aid. Otherwise, 
the history of the Mozart Society seems to have been 
typical of the time, with its periods of quiescence 
followed by frenetic bursts of activity. Like the musical 
histories of several other of the smaller communities in 
Massachusetts, it was not until the second half of the 
century that musical leaders could organize and nurture 
musical societies that endured for more than a few years at 
a time. 
V. MUSICAL SOCIETIES IN BERKSHIRE COUNTY 
The extreme western portion of Massachusetts was the 
last region of the state to be permanently settled. During 
the eighteenth century various factors, such as Indian wars, 
farmlands that stubbornly resisted the plow, and isolation 
from the commercial centers, all kept the population small. 
For a long time, people lived on the edges of the frontier. 
The Berkshire hills separated towns like Pittsfield, Lenox, 
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Stockbridge, Adams, and Williamstown from the eastern half 
of the state, with the result that the inhabitants often 
looked toward Albany and other New York centers for their 
educational and cultural leadership. 
For these reasons, and perhaps others, there is no 
record of community musical organizations in Berkshire 
County until 1834, at which time a choral society was 
formed by one J. C. Andrews. A professional musician, 
Andrews stated his own qualifications in an advertisement 
in the Pittsfield Sun on February 7, 1833: 
PITTSFIELD MUSICAL REPOSITORY 
John C. Andrews 
Professor of Music, respectfully informs his friends 
and the public, that he has opened a Music Store, one 
door east of the Medical Institution. His Instruments 
and Music were selected by himself; having served his 
time in a Musical establishment in ~ngland, and been a 
teacher of Music in America and having had the honor of 
being appointed instrumental leader to the Albany Sacred 
Music ~und Society, he feels confident in recommending 
his Music and Instruments to his patrons and customers. 
Flutes, Clarionets, Violins, Violincellos, Guitars, 
Fifes, and Strings of the first quality. 
He also apparently taught music at the local Female 
Seminary and became a composer of some local note, as 
indicated by another advertisement in the ~ on December 
4, 1834: 
NEW MUSIC 
Just Published: Inspirer and Hearer of Prayer, sacred 
Melody by S. B. Pond, arranged for the Piano-rorte by 
John C. Andrews. An Anthem for Christmas, Hark, the 
351 
Herald An~els ging, arranged for the Organ or Piano 
forte by ohn • Andrews, Professor of Music, 
Pittsfield Seminary and Organist of St. Stephen's 
Church. Also, by the same composer, Berkshire Grand 
March and Waltz &c. for sale by 
J. C. Andrews 
The Pittsfield Sacred Music Association. Andrews 
probably organized the Sacred Music Association soon after 
his arrival in Pittsfield in 1832 or early in 1833. The 
first public concert was announced for February 20, 1834. 
A notice in the ~ on February 19 stated that the perf-
ormance would take place in the Congregational Church, the 
proceeds from which would be donated to the relief of 
nthe deserving poor." A communication in the Sun on 
February 27 gave some small idea of the public reaction. 
The writer of this letter was unqualified in his praise 
of the event, especially the instrumental overture, which 
was performed "in excellent time and tune." Further, the 
writer stated: 
I am aware, Messrs. Editors, that wholesale 
compliment and criticism are very different things, 
and that I could not make a less acceptable offering 
to the intelligent ladies and gentlemen composing the 
Association than indiscriminate praise. But the 
truth is, there was no opportunity for fault-finding. 
• • • Everyone acknowledged a large debt to the 
members of the Association for the rich and delightful 
moral treat which they had provided and so admirably 
served up. 
I hope, Messrs. Editors, that this Oratorio was only 
the first of a series, and that nothing will prevent a 
repetition in due time of this most delightful and 
ennobling exhibition. 
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No more notices were found relating to this society 
until a year later, when a concert was announced for 
February 11, 1835. The order of performance, printed in 
the~ on February 5, was as follows: 
PART FIRST 
Overture 
We Praise Thee, 0 God 
Solo - Inspirer and Hearer of Prayer 
Sons of Zion 
0 Surely Melody 
Duett - 0 Lovely Peace 
The Lord is King 
PART SECOND 
Overture 
Multitude of Angels 
Who's this that on the tempest rides? 
Hear my Prayer 
Duett - Barren Fig Tree 
By the River of Babylon (composed for the 
Pittsfield Sacred Music Association) 
Lo He Cometh 
To the Cherubim 
Musical Conductor: J. c. Andrews 
Vocal Leader: L. Warriner 
Piano Forte: Amateur 
Lature 
Jackson 
S. B. Pond 
Naumann 
Schwindell 
Handel 
Chapple 
Clerveau:x 
King 
0. Shaw 
Kent 
J. C. Andrews 
Haydn 
Handel 
A few old favorites from the Old Colony and Handel 
~ Haydn Society Collections were in evidence, as well as 
one of the more durable of Oliver Shaw's songs. Some 
selections were Andrews' own published arrangements, such 
as the solo by S. B. Pond, which appeared in one of the 
advertisements quoted earlier. Andrews must also have had 
a predilection for French instrumental music. 
3~ 
It is unlikely that the society could have assembled 
a capable orchestra from its own ranks; probably Andrews 
engaged both instrumental and vocal assistance from Albany, 
where he undoubtedly had musical acquaintances. 
A review in the Sun on February 11, 1835, stated 
that the oratorio had been well attended, and that nthe 
exercises were highly creditable to the members of the 
Association." 
On April 9 the Association gave a public performance 
for the benefit of the Sunday Schools in Pittsfield. This 
program contained two compositions by Andrews (by request), 
and one by Albany's church-music reformer, Thomas Hastings. 
Otherwise, the music was a typical selection of airs, 
ensembles, and anthems. 
In the years following this concert, the Association 
had only a sporadic existence, probably because Andrews no 
longer seemed to be associated with its activities. A 
notice in the Sun on November 24, 1836, requested the 
members to meet at Warriner and Russell's Hotel; a similar 
notice seven months later, on July 27, 1837, announced a 
meeting in Dalton, a nearby village. The final notice 
found in the Sun appeared on December 27, 1838, and stated 
that 
, 
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the members of the Sacred Music Association 
will meet in the Congregational Church at Pittsfield, 
on Wednesday, the 2nd of January next. A concert 
will be given by the Association in the evening. 
J. C. Stanley, Sec. 
No program was appended, nor did the concert elicit a 
review in the press. 
A clue to Andrews' whereabouts and activities 
since 1S35 lay in a notice in the~ on August 15, 1S39: 
The inhabitants of Pittsfield and Vicinity are 
respectfully informed that J. C. Andrews, assisted 
by nine others, on their way to Williams College, 
will give a concert of Vocal and Instrumental music 
in Pittsfield. 
The appended program contained a sophisticated 
variety of music, including the Rossini overtures, 
"Tancredi" and "Barber of Seville,n "quartettes"--
otherwise unidentified--by Beethoven and Mozart, and 
miscellaneous secular vocal selections. Perhaps Andrews 
had forsaken Pittsfield for the artistically more satis-
fying atmosphere of Albany or New York City. 
The moribund state of the Pittsfield Sacred Music 
Association after 1S35 did not leave the lovers of sacred 
music in Berkshire County without a suitable outlet for 
their interests. Concerts of sacred music were regularly 
advertised by various church choirs throughout the county; 
traveling singing-school teachers were constantly active; 
and two other musical societies were organized during these 
years. 
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The Hastings and Mason Sacred Music Association. 
The Pittsfield ~ published the following notice on April 
23' 183 5: 
HASTINGS AND MASON SACRED MUSIC ASSOCIATION 
The members of this Association, and all who wish to 
become members, are hereby reminded, that their next 
meeting will be in Dalton, on Thursday, May 7, at 
l o'clock P.M. 
Lenox, Mass. Robert Worthington, Sec'ry. 
Another meeting was scheduled for July 2. On July 9, a 
revealing letter was published in the Sun, which outlined 
some of the new society's objectives: 
Messers. Editors -- It has been judged expedient to 
bring before the people of this County, ••• a 
subject which came before the Hastings and Mason Sacred 
Music Association at their meeting in Lanesboro on the 
2d instant ••• 
This Association being impressed with the great 
importance of educating children and youth in the 
science and practice of Sacred Music, and being satis-
fied with its practicability, both from their own 
experience and the result of the experiments of similar 
Associations, as given in their Reports, therefore 
Resolved, that this Association take measures to 
introduce the culture and practice of Sacred Music into 
all the Sabbath Schools in this County; 
Resolved, that a committee of twelve be appointed 
to visit the Sabbath Schools in the County, and in 
concert with the Superintendents and teachers, adopt 
such measures as they may judge expedient to carry the 
foregoing resolution into effect. 
A list of names at the end of the report indicated 
that men from Lenox, Lanesboro, Williamstown, Dalton, Lee, 
Great Barrington, and Stockbridge had been appointed to 
serve on this committee. 
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The "similar associations" and "their reports" 
probably referred to Lowell Mason's Boston Academy of Music, 
which was doing important and widely publicized work with 
children's singing classes during these years. With this 
sort of county-wide interest in musical instruction for 
children, it was only a question of time until music became 
a regular part of public education. 
This society was evidently a county organization, 
formed according to the pattern established by the regional 
musical societies of an earlier generation. Its objectives 
and its spiritual leaders, however, reflected the new era. 
The earlier regional societies had been concerned chiefly 
with the introduction of suitable music into the church 
services and with improving the style of singing. This 
society was interested in music for small children--an idea 
which would have been considered preposterous before 1820. 
The Association held regular quarterly meetings the 
length and breadth of Berkshire County throughout the 
remainder of the decade. On September 3 , l$3 5, the Sun 
announced that 
the Hastings and Mason Sacred Music Association will 
defer the annual meeting of said Association to Sept. 
30, having made arrangements to secure the attendance 
of Lowell Mason, Esq., Professor of Sacred Music. 
This meeting was scheduled to be held in Lenox and 
was to begin at 10 A.M. on the appointed day. 
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The Association's efforts may have been at least 
partly responsible for an "Essay on Music" by George Lucas, 
a local singing school instructor and choir director. The 
essay was published in the Sun on September 22, 1836, and 
was entirely concerned with the desirability of teaching 
music to children. Three main justifications were offered. 
First, the moral, ethical, and esthetic powers of music 
have an unquestionably beneficial influence upon children's 
lives. Second, the cultivation of music provides "refined 
amusement," good physical health, and spiritual happiness. 
Third, the study of music in one's leisure time can "restore 
the mind to vigor and elasticity" for the more serious 
aspects of life's business. These arguments were all 
known at the time, largely through Mason's well-publicized 
activities, and were to become implemented in the public 
school music programs of later years. 
After a Christmas meeting and concert in Pittsfield 
in 1837, the~ published the following editorial: 
The Hastings and Mason Sacred Music Association, for 
the first time in this place, since their organization, 
gave a Public Concert on Monday evening. The perf-
ormance was such as to delight a very large audience as 
well as to do honor to the taste and skill of the ladies 
and gentlemen of the Association. • • • It is hoped 
that the Society4~ill soon gratify the public with a similar concert. 
In addition to the music, the Rev. E. w. Hooker of 
Bennington, Vt., delivered an address entitled, "What 
Constitutes a Musical Education?" 
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After the success of the first concert, the annual 
meetings of 1838 and 1839 both featured public exhibitions. 
For the 1839 meeting, the Association secured the services 
of its other spiritual leader, Thomas Hastings, for an 
appropriate address.49 
From a rather rapid search of the Pittsfield Sun 
after 1840, it was found that the Hastings and Mason 
Association maintained its vigor for several years. Because 
its activities extended beyond the admittedly arbitrary time 
limits set upon this study, and because its activities were 
prophetic of a new era in American musical learning not the 
direct concern of this study, the story of this Association 
was not followed through to its conclusion. It was 
revealing, however, to find an account of such a grass-roots 
effort that devoted much time and energy to provide a sound 
musical education for the children of the region. 
Musica Sacra Society. Another regional musical 
society was formed in Berkshire County in 1837, as announced 
in the~ on September 28: 
49Pittsfield ~~' Sept. 12, 1839. 
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MUSICA SACRA SOCIETY 
• • • a meeting of citizens from several towns in the 
northern pazal.of the County, ( was.J held at North Adams, 
on the 21st Inst. for the formation of an association 
for improvement in Sacred Music, and for the advancement 
and promotion of correct Musical taste •••• 
It may not be improper to remark, that the Society 
has no design of interfering with the operations of 
a similar institution already organized in the County, 
and that no cause exists why both associations may not 
do much to promote the interests of Church Music. 
This organization held quarterly meetings in towns 
in the northern part of the county during the remainder of 
183 7 and during all of 183 8. No notices were found for 
1839 or 1840. During its short existence no statements of 
purpose were found in addition to the original press notice, 
nor is it known what activities the society engaged in. 
The notices in the Sun were only formal announcements of 
meetings, and there was no indication that public concerts 
or lectures were scheduled. 
VI. OTHER CHORAL SOCIETIES 
Springfield Handel and Haydn Society 1827-1829. 
Metcalf stated that Solomon Warriner was the director and 
organizer of Springfield's first community musical society.50 
In 1813, Warriner compiled the Springfield Collection. 
In later years, he worked closely with Albany reformer 
5~etcalf, ££• cit., pp. 176-178. 
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Thomas Hastings. Throughout his life Warriner was an 
enthusiastic and dedicated amateur musician; according to 
contemporary accounts, he did more than any other single 
person to improve the condition of sacred music in Springfield. 
The first concert of the Springfield Handel and 
Haydn Society took place on June 17, 1827.51 No program 
for this concert was found, but another performance on 
November 27 featured a typical selection of music by Handel, 
Haydn, Stevenson, Madan, Mozart, Kent, and Jackson.52 
On January 30, 1828, an open rehearsal was given, 
to be attended by rthonorary members only." Another perf-
ormance on March 19, 1828, featured a typical potpourri, 
but included "a few pieces of plain Psalmody ."53 The 
following comment was appended to the press notice for this 
concert: 
Hallelujah Chorus 
We notice this piece of music which is contained in 
the list of tunes for the concert of the 19th inst. 
because objections have been made to it on account of 
the too frequent repetition of words •••• 
The writer went on to justify Handel's contrapuntal style 
on the grounds that such a style is appropriate to the 
5lapringfie1d Republican, June 13, 1827. 
52~., Nov. 14, 1827. 
53 Ibid., March 12, 1828. 
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mood of the text, and that in the hands of a genius like 
Handel the style can be employed to its best effect. The 
writer also stated that, while "modern" sacred music is not 
usually polyphonic and adheres closely to the rhythm of the 
poetry, the older music was conceived somewhat differently 
and must be accepted as a creation of genius out of the 
past. Numerous citations from the writings of Thomas 
Hastings and Lowell Mason supported the arguments. Evidently 
Springfield's church music had been so thoroughly reformed 
that the citizens felt they could criticize even the music 
of the immortal Handel when it did not conform to the 
accepted style. 
Only two more public performances were given by the 
Handel and Haydn Society. Concerts on May 7, l$2$, and 
January 29, 1$29, both contained some of the same choral 
selections heard earlier, but both also included much plain 
psalmody. From the full-blown oratorio programs of 1$27, 
the choir seems to have regressed to plainer and simpler 
music by 1$29. Perhaps waning interest, lack of rehearsal 
time, or a provincial dislike of complex choral music 
prompted this change. In any case, the Society evidently 
ceased operations early in 1$29, since no further notices 
appeared in the papers. 
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Lowell Beethov~ Societz 1824-1827. About the time 
the industrial revolution came to East Chelmsford, through 
the establishment of the Merrimack Manufacturing Company 
in 1824, the citizens of the town--soon to become the city 
of Lowell--organized a Beethoven Society. Historians 
reported that the society was formed to provide weekly music 
for the community church. 54 Apparently the church, the town 
government, and the industrial concern were closely allied, 
retaining some of the aspects of the old monolithic theo-
cratic political system of colonial days. 
During the three years of the Society's existence it 
usually met for rehearsals in the schoolhouse of the 
Merrimack Company. The ubiquitous N. D. Gould, who was 
hired as instructor, chose his own compilation, Sacred 
Harmony, as the official text. 
Only one public performance was recorded; it took 
place at the consecration of the newly built community 
church. The exercises were graced with a rendition.of an 
anthem, entitled, "I Was Glad When They Said Unto Me,n and 
the "Hallelujah Chorus" from the Messiah. An orchestra 
composed of double bass, cello, two clarinets, and two 
54"Musical Societies in Lowell.'' Illustrated History 
of Lowell and Vicinity, Massachusetts. (LOwell: Courier-
Citizen Co~l897), pp. 793-795; Solon W. Stevens, "A Local 
Musical Society of 1824," Contributions of the Old Residents' 
Historical Assn., Vol. IV, No. 1 (Lowe!l:-Morning-Mail 
Print, 1898r;-pp. 24-33. 
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violins provided the accompaniment. 
The Society dissolved itself by official vote at 
the annual meeting in 1827, the reasons for which are un-
known. 
Even though the Beethoven Society carried the name 
of a famous composer and held its meetings in a schoolhouse, 
there is little indication that its activities were 
community-wide. The members may have intended to form a 
true choral society to give public performances, but 
apparently they could not muster sufficient forces to 
attempt a large-scale oratorio concert. 
Musical Societies in Concord. The town historian 
of Concord reported that nthe Concord Harmonic Society was 
formed about 1800 for the purpose of improvement in Sacred 
Music."55 The writer stated further that "for several years 
pastn the society had not been active, and in its place, the 
Concord Mozart Society was organized in 1832. Ephraim 
Willey was president of the new society, Elijah Wood and 
Francis Hunt were vice-presidents, and Phineas Allen was 
secretary. 
Local newspapers were spot-checked for the years 
1816-1830 without finding reference to the Harmonic Society. 
55Lemuel Shattuck, A History of the Town of Concord 
(Boston: Russel, Odiorne, ann Co., 1~5~p:-2)o:-
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No newspapers were published in Concord before 1816. 
A search of the Concord Yoeman's Gazette for 1832 
and 1$33 yielded two references to the Mozart Society. A 
concert was given on April 19, 1$33, at the Rev. Dr. 
Ripley's Meeting House.56 A Mr. Bartlett and others from 
Boston assisted in the performance. 
After a notice which called an annual meeting on 
June 6 of that year, the Mozart Society apparently became 
inactive, since no more references were found, even though 
the newspapers were searched through several subsequent 
years. 
Musical Societies ~ Weymout£. Weymouth's musical 
historian reported much musical activity in that town from 
about 1$17.57 In the absence of newspapers and other 
accounts, only a small amount of data has survived. The 
fact nevertheless remains that no community-wide society 
was active in that town during the period under question. 
In 1$17, a Union Singing Society of Weymouth and 
Braintree was founded. Despite its promising title, the 
56Yoeman's Gazette, April 13, 1933. 
57John H. Gutterson, nMusic and Musicians of 
Weymouth," History of Weymouth (Boston: Wright and Potter 
Printing Co., l92 ), Vol. II, pp. 842-907. 
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organization proved only to be the choir of the Union Church. 
In 1822, a group of men in the North Parish formed a glee 
club which existed for more than fifty years. Apparently 
this organization held meetings more for social purposes 
than for improvement in music or for presenting public· 
performances. 
The only early society in Weymouth that approached 
the concept of a choral society was the Wesleyan Society, 
organized in 1826. Nominally a church choir, the group 
nonetheless gave a few public performances of the currently 
popular oratorio literature. A choir from the South Parish 
gave similar concerts for a few years from 1829. 
With several church choirs functioning like choral 
societies, the people of Weymouth probably did not feel the 
need to organize a community group in the early years of 
the nineteenth century. Since 1850, however, the historians 
reported that several community choral and instrumental 
societies have been active. 
VII. SECULAR AND INSTRUMENTAL SOCIETIES 
In addition to a few societies devoted to secular 
music mentioned earlier in this study, the names of a few 
others which existed in the 1820's and 1830's were found, a 
fact which attests to a growing but still tentative amateur 
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interest in secular music in the early part of the 
nineteenth century. 
~Clubs. During the 1820's and 1830's, several 
glee clubs were active in Massachusetts. These were social 
groups, usually organized on an informal basis, and devoted 
entirely to secular music which was largely imported from 
England. The membership of some of these groups was limited 
entirely to men. 'fhey seldom gave public concerts, but 
often held informal meetings to which families and friends 
were invited. It was noted earlier that Salem supported an 
active glee club from 1831 after its choral societies had 
all succumbed of financial difficulties. Less expensive 
and formal than the choral societies, glee clubs had the 
additional advantage of not having to depend upon hired 
instrumentalists or scarce and unreliable women singers. 
Massachusetts towns which had active glee clubs 
during these years were Boston, Salem (1831), Medford 
(1835), Hingham {1827), Taunton {1835), and Weymouth 
{1822 and 1839). Harvard students belonged to a glee club 
known as the Arionic Society, which existed from 1813 to 
about 1833.58 Doubtless other glee_clubs were also active. 
58Bulletin No. 20 of the Harvard Musical Association 
(Jan., 1952); Ibid7; NO: 22 ""{'March, 1954). 
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Instrumental Societies. Amateur instrumental 
groups began to appear in Massachusetts about 1795, with 
the establishment of orchestras or chamber ensembles in 
Newburyport and Boston, as reported earlier in this study. 
Many town histories also reported the existence of local 
bands in the early nineteenth century. 
One of the most famous instrumental groups was the 
Pierian Sodality of Harvard College. Founded in 1$08, the 
organization is still the parent body of the Harvard-
Radcliffe Orchestra and the Harvard Glee Club. The 
students practiced weekly during the early years of the 
Sodality's existence, and occasionally gave public perf-
ormances at the College's annual Exhibition Day.59 They 
also spent much energy in urging the College Government 
to hire a professor of music, but their efforts were 
always rebuffed. Even the Harvard Musical Association, an 
organization of Pierian Alumni formed in 1$37, was un-
successful in its efforts to establish music on a curricular 
basis at Harvard until the l$70's. 
Other instrumental societies not mentioned earlier 
in this study were two Pleyel Societies, one on Nantucket 
Island in 1$22 and one in Charlestown in 1$24. Each 
59walter Raymond Spalding, Music at Harvard: A 
Historical Review of Men and Events (New-rork: Cowara-
McCann, Inc., 1935~ PP• !=46. 
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society printed one or two notices in the local press, 
after which they dropped from view. Similarly, a 
Rousseaunian Society in Amherst gave a few public concerts 
in 1833.6° These performances usually consisted of a 
mixture of secular vocal and instrumental music, solos 
alternating with concertos and ensemble pieces. 
OnCBoston society of special interest was the 
Apollo Society, which existed from 1824 to 1827. Formed 
as a rival to Graupner 1s Philharmonic Society, the Apollo 
Society was directed by James Hewitt and gave six or eight 
subscription concerts per season. These included orchestral 
selections, concertos, and vocal and instrumental solos by 
some of the city's leading professional and amateur 
musicians. The two programs reproduced in Plate XVI present 
a good idea of the composition of the programs. According 
to Kinkeldy, the concert of February 28, 1826, included the 
first known performance of a Beethoven symphony in Boston.61 
60New York Family Minstrel, Sept. 1, 1833. 
6lotto Kinkeldy, "The Beginnings of Beethoven in 
America," Musical guarterly XIII (April, 1927}, pp. 217-240. 
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VIII. CONCLUSIONS 
The most important statement that can be made 
concerning the choral societies outside the immediate 
Boston area is the fact that all depended to some degree 
upon Boston's Handel and Haydn Society. Without the publi-
cations of the Boston society, for example, the oratorio 
literature would not have become easily available, and the 
societies would have had to rely largely upon the familiar 
tune-books, as they did before 1820. In addition, the 
names of several directors and other musicians were linked 
both to the Handel and Haydn Society and to community 
societies in the smaller towns of the state. 
Most of these early choral societies lasted only a 
few years at a time. After highly successful and enthusi-
astic beginnings, many of them lost public support or 
encountered fatal financial difficulties after a few years. 
Some of the evidence indicated that the first half of the 
decade 1830-1840 was a relatively low point in the culti-
vation of classical oratorios in Massachusetts. Perhaps 
the spurt of activity in the 1820's was somewhat premature. 
Certainly the problems of assembling a well-balanced chorus 
and orchestra were formidable during those years, especially 
in some of the smaller and more remote communities. One 
other possible explanation for this hiatus was stated 
Jn 
earlier: if the European style had been somewhat assimi-
lated into the church choirs by 1825 or 1830, the need was 
not so compelling to organize and maintain an expensive 
community society. 
Studies of musical societies in the 1830's showed 
that people were paying more and more attention to 
providing musical instruction for children. Undoubtedly 
much of this concern stemmed from Lowell Mason's work in 
Boston. In the absence of deeply-rooted public interest 
and support at local levels, Mason's efforts would probably 
not have succeeded to the extent they did after 1838. 
Brief reports of a few amateur secular and instru-
mental societies showed that the practice of secular music 
outside professional circles was as yet only sporadic in 
Massachusetts before 1840. Many towns had local bands 
during these years, but glee clubs, chamber ensembles, and 
orchestral associations did not become widespread until 
the last half of the century. 
CHAPTER VII 
SUMMARY AND CONCLUSIONS 
The primary purpose of this study was to investigate 
the early development of community musical societies in 
Massachusetts from the time of the Revolutionary War 
through approximately the first forty years of the 
nineteenth century. Toward this end, critical examinations 
were made of (1) their aims and activities, (2) their 
publications, (3) their performance practices and musical 
ideals, and (4) their musical literature. A second purpose 
of this study was to determine the importance of these 
societies in the history of American musical culture, 
(1) by evaluating their influences upon the immediate local 
and regional musical life, and (2) by assessing their roles 
in the subsequent musical developments of the new nation. 
The chief primary sources of data were (1} news-
papers and periodicals of the late eighteenth and early 
nineteenth centuries, (2) published town and regional 
histories, (3) unpublished records and manuscripts, and 
{4) the publications of the musical societies themselves. 
The last-named sources included {1) collections of music, 
(2) addresses on music, and (3) programs, historical 
sketches, and other documents. Secondary sources of data 
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included several historical studies which dealt with a 
few musical societies, and numerous books and professional 
articles on various topics in the field of American musical 
history. 
I. SUMMARY 
Nearly one hundred musical societies are known to 
have existed in Massachusetts before 1$40; they can be 
arranged, for the purposes of a general summary, into three 
chronological divisions, comprising the periods 1774 to 
1$00, 1$00 to 1820, and 1815 to 1$40. 
Musical Societies before 1800. Community musical 
societies were not an important element in the musical 
life of Massachusetts before 1800. Only scattered evidence 
of the existence of such organizations was found. Never-
theless, the members of these early societies clearly 
demonstrated an interest in musical matters which was 
deeply rooted in the Puritan traditions, and their organ-
izations were the prototypes for the large number of musical 
societies that were organized in later years. Evidence 
indicated that some of the early societies devoted their 
energies to reforming the indigenous church music of William 
Billings and his contemporaries in favor of a more academ-
ically correct and devotionally suitable European style. 
Jn 
Other societies seemed to exist solely for the amusement 
of their members, or for the purpose of organizing benefit 
or subscription concerts. 
Musical Societies 1800-1820. The first two decades 
of the nineteenth century saw the formation of at least 
thirty community musical societies throughout the 
Commonwealth. The most important of these were regional 
in scope, and united the common interests of clergymen, 
singing school masters, choir directors, and competent 
amateur musicians from a wide area. Most of these groups 
seem to have been organized and directed by clergymen 
dissatisfied with the music in their parish churches; in 
any case, all the regional societies were dedicated to the 
improvement of church music. 
At first, the reformers advocated a return to the 
plain psalmody of the era prior to the development of the 
native contrapuntal idiom. Toward this end, collections of 
music were published by some of the societies which contained 
plain, or homophonic, but not always academically correct 
tunes. These early reform collections indicated a preference 
for European music, but displayed little technical command 
of the style. As years passed, subsequent editions of these 
collections became more successful in imitating the European 
idiom. In addition to the introduction of a different type 
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of music into churches and community groups, the performance 
practices also had to change so that the new music could be 
performed according to the ~uropean manner. These changes 
included (1) entrusting the melody solely to the sopranos 
instead of to the tenors or a combination of tenors and 
sopranos, (2) encouraging more women to take part in the 
singing, in order to balance the parts more equally, 
(3) eliminating octa.ve doublings of parts, (4) eliminating 
traditional American ornaments, or ngraces,n so that the 
music would be executed more exactly as written, and 
{5) generally refining concepts of tonality, voice 
production, and musicianship. One other change took place 
somewhat later than the others, or around 1830: the 
elimination of the weak and scarce male counter-tenor voice, 
in favor of the female alto. These shifts took place 
slowly, from about 1800 until about 1830, by which time the 
style seems to have been almost completely assimilated in 
most sections of Massachusetts. 
A number of sermons delivered before meetings of 
musical societies were also published. Their authors urged 
the adoption of a correct and dignified style of European 
music as the standard to which American composers, compilers, 
and musicians should aspire. American music was almost 
universally denounced as being unfit for religious purposes. 
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The regional societies usually held quarterly 
meetings in various towns in their areas. These assemblies 
consisted of routine business meetings and rehearsals of 
music. The more important annual meetings usually con-
sisted of (1) business transactions, including planning for 
the coming year and election of officers, (2) public ex-
hibitions of sacred music, and (3) sermons or addresses 
delivered by guest speakers. Variations in this pattern 
occurred, but the seven county and regional societies 
discussed in detail in the body of this study exhibited 
remarkable similarities in their methods and activities. 
The findings have shown that the regional societies 
were, by and large, successful in their efforts to reform 
the style of sacred music in their areas of influence. 
Musical societies that limited their activities to 
a single town or congregation were less important to the 
reform movement. Boston did not develop and sustain a 
strong community organization until the Handel and Haydn 
Society was formed in 1815; thus the early reform movement 
in that city depended upon individuals, church choirs, and 
publishers. 
In addition to the activities of musical societies, 
the reform was also furthered by (1) immigration of foreign 
musicians to New England, (2) the increasing availability 
of European music and theoretical treatises, and (3) 
American editions of European sacred music. The combined 
efforts of the clergy, the musical societies and their 
leaders, the foreign musicians, and the new publications 
all served to strike a death blow to the native idiom from 
which it did not recover. Only scattered and ineffective 
opposition to the reform movement was noted. 
Some of the evidence indicated that the reform move-
ment was first felt in Massachusetts in the early years of 
the nineteenth century in the north-eastern part of the 
state, through efforts of regional societies in Essex and 
Middlesex Counties. Analysis of sermons and collections of 
music showed that the movement did not reach some sections 
of the state until after 1815. 
Between 1815 and 1820 it was found that several of 
the regional societies which had outgrown the plain psalmody 
advocated by the early reformers began rehearsing and perf-
orming selections from the classical European oratorio 
literature. This was a relatively short-lived development, 
because after their initial purposes had been accomplished, 
the regional societies tended to lose their momentum and 
disband, principally because their administrative machinery 
did not lend itself well to the preparation and frequent 
performance of the oratorio literature. 
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Musical Societies 1815-1840. A new era in the 
musical life of Massachusetts began with the founding of 
the Handel and Haydn Society in Boston in 1815. The first 
years of the society's existence were devoted to the 
gradual assimilation of the European idiom in terms of 
performance practices, the choice of literature, and the 
acquisition of an appropriate sense of the musical style. 
From Boston, interest in oratorio spread throughout the 
state, and was manifested in the formation of choral 
societies in most of the principal towns between 1817 and 
1840. 
The small towns immediately surrounding Boston en-
joyed a great number of choral concerts by local community 
choirs and musical societies between 1820 and 1826, after 
which period of time they rapidly diminished in frequency. 
It was pointed out that since many church choirs had become 
able to perform at least the less complex examples of the 
new literature by 1825, some of the purposes behind the 
formation of these eight or ten local organizations had 
ceased to have their compelling force. 
Elsewhere in Massachusetts, at least twenty active 
choral societies were organized which were also modeled upon 
Boston's Handel and Haydn Society. The parent society 
influenced these groups by (l) the fame of its own perf-
ormances in Boston and in neighboring towns, (2) the 
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publication of European anthems, oratorios and oratorio 
excerpts, and (3) by assisting local choirs in their perf-
ormances, through supplying directors, soloists, and 
instrumentalists, all of whom had become familiar with the 
oratorio style. Thus the idiom spread into the smaller 
towns and even the rural areas of the state. 
Most of the early choral societies did not endure 
for more than a few years at a time. Contemporary reports 
disclosed several reasons for this lack of longevity. They 
were (1) insufficiency of public support, (2) inability to 
meet the expenses necessary to mount full-scale oratorio 
performances, complete with orchestra, soloists, and 
visiting musicians, {3) lack of competent singers--
especially women--and instrumentalists to make up a well-
balanced choir and orchestra, and (4) the gradual assimi-
lation of the style by the church choirs, a development 
which tended to reduce the public and professional interest 
in the community groups. Only the Handel and Haydn Society 
of Boston and the Stoughton Musical Societies were able to 
overcome these difficulties and endure to the present day. 
The Handel and Haydn Society of Boston was also 
responsible for the publication of Lowell Mason's Handel and 
Haydn Society Collection of Church Music in 1822. An 
analysis of some of the music in this volume demonstrated 
that psalmody had undergone a continuous process of 
3~ 
simplification from the beginning of the century. The 
music became more homophonic, more harmonically "correct" 
with respect to academic rules of harmony, and more 
regular and symmetrical in its phrase structure. A 
comparison of Mason's settings of some of the American 
tunes with their original eighteenth-century versions 
demonstrated that the reform movement had systematically 
deprived the surviving native music of much of its esthetic 
value. Reformers had urged, from before 1800, that the 
practice of church music should be primarily devotional; 
pure, abstract musical experiences were said to be foreign 
to the purposes of liturgical music. This viewpoint had 
steadily gained adherents until, by the 1820's, the psalmody 
had come to resemble modern-day congregational hymns. 
Even though life in New England had changed a great 
deal from the days of the Holy Commonwealth, writings from 
the nineteenth-century showed that the Puritans of New 
England still regarded music as a powerful moral, ethical, 
and religious force in their lives. Much time, money, and 
personal effort was devoted to improving the musical culture. 
This devotion spread, after 1800, to the cultivation of 
other forms of music not directly connected with the church. 
In the 1820's, oratorio concerts became familiar events for 
a few years; in later decades increasing attention was given 
to secular music. The existence of several societies 
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devoted to secular music was briefly noted. 
This same attitude toward music was manifested in 
an increasing concern with providing a musical education 
for children in the early decades of the nineteenth-century. 
The singing school movement, to be sure, had given musical 
instruction to adolescents and young adults all through the 
eighteenth-century. However, shortly before 1820, 
lecturers and writers began urging parents to consider 
musical instruction an essential part of the education of 
their younger children. In the 1830's, musical societies 
became more and more concerned with sponsoring free juvenile 
singing classes and with promoting musical instruction in 
Sabbath schools. From this sort of deeply-rooted concern, 
it was only a relatively short step to the introduction of 
music into the public school curriculum. In the absence 
of such local interest, Lowell Mason would probably not 
have been so successful in his negotiations with the Boston 
School Committee, nor would the concept of music in public 
education have found such wide acceptance throughout the 
country in later years. 
II. CONCLUSIONS 
The following general conclusions were reached, as a 
result of the findings presented in this study: 
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1. Almost one hundred community musical societies 
are known to have existed in Massachusetts between 1774 and 
1840. This finding alone tends to support the allegation 
made earlier that historians have generally underestimated 
the extent to which serious music was cultivated by 
amateurs, especially those who lived in smaller towns and 
rural areas of the region. 
2. Musical societies in Massachusetts were among 
the principal agencies for the reform of church music in 
the early part of the nineteenth century. A majority of 
the ninety-odd community musical societies described in 
this study were formed solely for this purpose. 
3. European musical literature, performance 
practices, and musical styles became known to the citizens 
of Massachusetts largely through the efforts of the 
community musical societies. Without their efforts in 
publishing, learning, performing, and teaching the new 
music, the spread of a mature musical culture outside the 
principal cities would not have developed until a signifi-
cantly later time. 
4. Musical societies actively promoted musical 
learning throughout the state. In their roles as edu-
cational institutions, they laid much of the groundwork 
which made the subsequent introduction of music into public 
and private school curricula possible. 
5. The early musical societies in Massachusetts 
were founded upon the colonial tradition of amateur music-
making. Through reliance upon their own resources, with 
only minimal professional assistance, these societies 
furthered the amateur musical tradition in this country 
that continues to be a distinctive feature of American 
community life. 
6. The concerts of the musical societies in 
Massachusetts whetted public appetites for European art 
music. Although the choral societies of the 1S20's enjoyed 
at best only a precarious existence, they helped to es-
tablish a tradition of concert attendance even in some of 
the smallest communities of the state. 
7. Collections of music and addresses published by 
Massachusetts musical societies made their practices and 
philosophies known far beyond their immediate spheres of 
influence. Some of the more important publications enjoyed 
a nation-wide popularity; thus the influence and importance 
of these organizations was not confined to Massachusetts or 
even to New England. 
S. The Handel and Haydn Society of Boston exerted 
a profound influence upon the musical life of the rest of 
Massachusetts in the decade lS20-lS30. Most of the choral 
societies of those years were formed in imitation of the 
parent society, the members of which in turn were generous 
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in passing on what they had learned of the European style. 
9. The early musical societies in Massachusetts 
were the immediate forerunners of the gigantic music 
festivals and conventions of the latter half of the 
century. Many of the traditions and practices established 
by the community societies carried over into the convention 
movement. Among the aspects common to both movements were 
(1) serious interests in education and self-improvement, 
(2) the amateur spirit, (3) concerted community or county-
wide efforts toward a common goal, and (4) sound, formal 
administrative organizations including detailed statements 
of purpose, membership regulations, and rules of conduct. 
III. RECOMMENDATIONS FOR FURTHER STUDY 
The musical developments of the early nineteent~­
century in America require much more detailed study before 
an adequate assessment can be made of the period as a whole. 
Music in New England up to 1$00 has been the subject of 
several recent studies, but the period between 1800 and 
1$50 still awaits serious investigation in many areas, some 
of which are outlined below. 
1. Similar studies such as this could be made for 
neighboring states. Earlier in this study, for example, it 
was stated that New Hampshire underwent its reform of church 
3$5 
music several years prior to Massachusetts. The single 
published history of music in New Hampshire covered only 
the years to 1800, and did not follow the reform movement 
very far into the nineteenth century. In addition, 
evidence indicated that a great number of musical societies 
were in existence in New Hampshire as well as in the other 
New England states during the nineteenth century. Studies 
of these societies, their activities and their publications, 
would provide additional data relative to some of the 
trends described in this study. They would also help to 
determine more exactly the extent to which Boston's Handel 
and Haydn Society influenced musical events outside 
Massachusetts. 
As an aid to possible future scholarship, Appendix 
B of this study contains a list of names and dates of 
musical societies in New England outside of Massachusetts 
which existed in the eighteenth and the early part of the 
nineteenth-century. Appendix C contains a list of published 
addresses on music which were delivered to musical societies 
and other organizations in New England outside of 
Massachusetts. Included in this latter list are the names 
of the various Massachusetts libraries and historical 
societies where copies of these addresses were located. 
Undoubtedly more such addresses can be found in other New 
England libraries. 
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2. The musical history of Boston from 1830 to 
1850 has not yet been written. Information is readily 
available for the period up to 1830, but a detailed account 
of Boston's total musical life after 1830 is badly needed. 
Studies have been made of the work of Lowell Mason, the 
Boston Academy of Music, and the Handel and Haydn Society 
during those years, but several other musical organizations 
which were also active in the city should be investigated 
more thoroughly. 
). This study has been concerned chiefly with sacred 
music. During the period in question, secular vocal and 
instrumental music also made great progress in Massachusetts 
and New England. Although primary source material may be 
somewhat limited before about 1820, an important study could 
be made of the developments in secular music to about 1850 
or 1860. For example, some evidence seems to indicate that 
a major development of the 1830's and 1840's was the 
formation of glee clubs in Massachusetts towns and cities. 
These organizations were less widely publicized than the 
choral societies of the previous decade; thus only scattered 
information may be available. Military bands, too, became 
familiar institutions in New England communities early in 
the nineteenth-century, although again, source material may 
be severely limited for the early years. Information would 
be more readily available with respect to developments in 
professional music and music of the theater. 
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4. Biographies and biographical sketches have been 
written about several of the early American musicians who 
were active in New England before and after 1800. Never-
theless, several other musicians had professional lives 
worthy of further study. For instance, Nathaniel D. Gould, 
the author of History of Church Music in America, was an 
important and widely traveled singing school teacher 
throughout the first half of the nineteenth-century. His 
name appeared in the source material in connection with a 
surprising number of the musical events described in this 
study. He also reportedly established the first children's 
singing classes in Boston in the 1820's, and, in addition, 
was the compiler of several popular tune-books. A detailed 
account of his professional life would offer much insight 
into the as yet-untold story of singing schools in the 
nineteenth-century. 
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APPENDIX A 
CHRONOLOGICAL INDEX OF ~IDSICAL SOCIETIES IN 
MASSACHUSETTS TO 1840 
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Musical Society in Newburyport, 1774 • 
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Aretinian Society, Boston, 1782 ••••••••• 
Musical Society (Selby), Boston, 1785-1789 •••• 
Old Stoughton Musical Society, 1786 
• • • • • • • 
Independent Musical Society, Boston, 1789 •• 
Singing Club of Harvard College, 1789 •••• 
• • 
• • 
Ashburnham Harmonic Society, 1789 •••••••• 
Cambridge Harmonic Society, 1795 ••••••••• 
Society of the Sons of Apollo, Boston, 1795 
• • • 
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64 
75 
111 
85 
56 
60 
59 
89 
Essex Musical Association, 1797-1805 •• 
Hampshire Musical Society, 1798-1802 •• 
• • • • • 135 
• • • 
Newburyport Instrumental Association, 1798 •• 
Philharmonic Society, Boston, 1799 •••• • • 
1800-1810 
• • 
• • 
• • 
145 
55 
90 
Concord Harmonic Society, 1800 •••••••••• 363 
Musical Society in Stoughton, 1802 •••••••• 118 
Franklin Musical Society, Boston, 1803 • • • • •• 102 
St. Cecilia Society, Boston, 1805 • • • • • ••• 102 
Boston Musical Association, 1805 ••• 
• • • • • 
First Baptist Singing Society, Boston, 1806 
Massachusetts Musical Society, 1807-1810 • 
• • 
• • • 
Middlesex Musical S·ociety, 1807-1812 • • • • • • 
Harmonick Club, Boston, 1808 •••• 
• • • • • • 
• • • • 
Pierian Sodality, Harvard College, 1808 
Salem Baptist Singing Society, 1809 
• • • • • • 
• • • Philharmonic Society, Boston, 1809 
Park St. Choir, Boston, 1810 • • • • • • 
• • • • 
• • • • 
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105 
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150 
103 
367 
182 
214 
274 
Salisbury and Amesbury Singing Societies, 1812 • 127 
Lockhart Singing Society, Andover Seminary, 
1812-1832 • • • • • • • • • • • • • • • • • 
Lock Hospital Society, Boston, 1812 
• • • • • • 
Haverhill Singing Society, 1812-1814 • 
Sacred Harmonic Society, Boston, 1813 
• • • • • 
• • • • • 
Arionic Society, Harvard College, 1813-1833 
Second Baptist Singing Society, Boston, 1813 
Norfolk (County) Musical Society, 1814-1820 
• • 
• • 
• • 
Harmonic Society, Boston (Hewitt), 1814 
• • • • 
Essex South Musical Society, Salem, 1814-1818 • 
Old Colony Musical Society, 1814 • • • • • • • • 
Franklin County Musical Society, 1814-1820 • 
• • 
Handel and Haydn Society, Boston, 1815- • • • • 
St. David Society, Newton, 1816 
• • • • • • • • 
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109 
366 
110, 
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109 
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Charlestown Harmonic Society, 1823-1825 • • • • • 
Harmonic Society, Westborough, 1824 • • • • • • • 
Union Musical Society, New Bedford, 1824 •• • • • 
Mozart Society, New Bedford, 1824-1838 •• • • • • 
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274 
274 
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200 
285 
264 
329 
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365 
308 
367 
366 
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340 
341 
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• • • • • 
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Beethoven Society, Millbury, 1824 
• • • • • • • • 
• • • • • • • • 
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Worcester Harmonic Society, 1825-1839 
• • • • • • • 
• • • • • • 
Wesleyan Society, Weymouth, 1826 ••••••••• 
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1830-1840 
Salem Glee Club, 1832 • • • • • • • • • • • • • • 
Mozart Society, Concord, 1833 • • • • • • • • • • 
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333 
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359 
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305 
364 
Amherst Rousseaunian Society, 1833 •••••••• 368 
Pittsfield Sacred Music Association, 1834-1838 • • 351 
Union Harmonic Society, Bridgewater, 1835 • • • • 200 
Medford Glee Club, 1835 • • • • • • • • • • • • • 366 
Hastings and Mason Sacred Music Association, 
Berkshire County, 183 5-1840+ • • • • • • • • • 355 
Taunton Glee Club, 1835 
• • • • • • • • • • • • • • 
Taunton Mozart Society, 1836-1840 
• • • • • • • • • 
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Mozart Society, Worcester, 1837 • • • • • • • • • • 325 
Musica Sacra Society, Berkshire County, 1837-1839 • 358 
Philharmonic Society, New Bedford, 1838 • • • • • • 348 
Haydn Society, New Bedford, 1838 • • • • • • • • • 348 
North Village Glee Club, Weymouth, 1839 
Boston Societies 1830-1840 
Music Professional Society, 1831 
Billings and Holden Society, 1836 
Boston Gregorian Society, 1836 
Boston Oratorio Society, 1837 
Boston Musical Institute, 1837 
Boston Musical Education Society, 1837 
Harvard Musical Association, 1837 
Malibran Society, 1839 
• • • • • • 366 
APPENDIX B 
LIST OF PUBLISHED ADDRESSES ON SACRED MUSIC DELIVERED 
TO MUSICAL SOCIETIES IN NEW ENGLAND STATES 
OTHER THAN MASSACHUSETTS 
Abbreviations of Locations: 
BAth Boston Athenaeum, Boston, Mass. 
BHH Houghton Library, Harvard University 
BMHS Massachusetts Historical Society, Boston. 
BPL Boston Public Library, Boston. 
SEI Essex Institute, Salem, Mass. 
NHHS New Hampshire Historical Society, 
Concord, New Hampshire. 
WAAS American Antiquarian Society, Worcester, 
Massachusetts. 
Bartlett, Joseph. lVlusic as an auxiliart to religion. An 
address before the Handel Societa o Dartmouth1Coll€Je, 
April, 1841. Boston: CrocKer an ~ewster, 1841. B t 
Bradford, Ephraim P. A Discourse, delivered at New Boston 
[N. H.] to the Hanaeilian Societt, FebNHH~ 22, T8o7. 
Amherst,~.~: Joseph Cushing, 80~ 
Bray, Oliver. An Oration on Music: pronounced at Freybur& 
(Me.J, before the Hans!Gram Musical Societa on their 
first ann~vers~, Oct.~ 1811. Portlan CMe.j: 
Arthur Shirley, 812. WAAS 
Brown, Francis. An Address on Music, delivered bef~ the 
Handel Society, Dartmoutn-uollege, Au&ust, 1~, on 
the occasion of their anniversary. Hanoverl[N: H~; 
Charles and WIIliam-gpeare, 1810. BHH; BPL; WAAS 
Burt, J:i'ederal. An Addres.s, delivered at Durham, !h-1;!•, 
~· 4, 181~ before the old Hundred Sacred Mus~ck 
Soclet1, on occa~ion of their fir~~ annual mee~in§. 
Dover,N. H.: Pr~ntedfor the S"oc~ety, 1815. ~vAA 
Coffin, Charles. An Address delivered before the Rockin~ham 
Sacred Musical---s-ocNety! at ExetertN. RJ;W~A; lo, 18 5. 
E&iter, N.H.:~ orr1s and Co., 1815. 
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Dana, Daniel. An Address on Sacred Musick, Delivered at 
a EUblic meeting of the-Rockingham Sacrea-Musick 
Societz in Hampto£(~H.l, Oct. 6th, 1813. Exeter 
[N. H.3:1Gharles Norris and CO:, rgr3. BAth; BHH; BMHS 
Emerson, Caleb. A Discourse on music, pronounced at 
Amherst, N. H:,oefore the Hande11ian Musica~ SocietK, 
Sept. 13,~$. Amherst, N. H.: Joseph Cush~ng, 180 • 
BMHS; BPL 
Emerson, Reuben. An Oration on Music, £EOnounced before 
the Handel Societl, Dartmouth University, Aug. 23, ""1814. 
Andover~ass.: F agg and Gould, 1814. BPL; SEI; WAAS 
Emmons, Nathaniel. A Discourse delivered !£ril 11, 1806, 
at a £Ublick meeting of a number of singers,-who-were 
Improving tliemselves iii Church muSick. Providence-CR. I.J: Heaton, 1806. WAAS 
French, Jonathan. An Address delivered before the 
Rockingham Sacreq Music Soc1.ety, §1 Portsmoutn(N. H.], ¥af 18, 1816. Exeter, t N. H .J: C. Norris and Co. , 
6. WAAS 
Gould, Nathaniel D. An Address Delivered at New-Itswich, 
N. H.,~ 16, l$TS, at the Reguest of~ethel Hoige, 
and thelruboard~icai SOCiety. Amhe"rst[N. • : 
~Boylston, 18ls.-BHH 
Mitchell, Ammi Ruhamah. An Address on Sacred Music, 
delivered before the Beneficent MUsical Soc~etv, in the 
countz of ITUmoerlana, Au~. 25, 1~12, ~ th~ir ~econd--­
Anniversar~, at the Bapt1.st~eet1.ng-House 1.n North 
Yarmouth C e.,.-:- -portland C Me.]: Hyde, LO'rd, and Co., 
1812. WAAS 
Moore, Humphrey. A Discourse, delivered at Wilton, N. H., 
before the Musical Society of said 71acW, Jan. 2~807. 
Amherst-;-N'. H.: Joseph cuShiiig-;-IB'O • AAS - --
Willis, Richard Storrs. An Address delivered at the 
Commencement Concert Of the Beethoven Club~Ya!e 
Colle~e, tu~. 18, 184I:' """'New Haven[Ct-:]":Published 
for t e C u , ~41:--BPL 
APPENDIX C 
LIST OF MUSICAL SOCIETIES IN NEW ENGLAND 
OUTSIDE MASSACHUSETTS 
Before 1800 
- -
Musical Society of Yale College, Ct., 1786-1789. 
Concord, N. H., 1799. 
Boscawen, N. H., 1799. 
Sanbornton, N. H., 1799. 
1800-1810 
Handellian Society, Amherst, N. H., 1805. 
Wilton, N. H., 1807. 
New Hampshire Musical Society, 1807. 
Handel Society, Dartmouth College, N. H., 1807. 
Psallonian Society, Providence, R. I., 1809-1832. 
1810-1820 
Hans Gram Society, Freyburg, Me., 1811. 
Beneficent Musical Society, Cumberland Co., Me., 1812. 
St. Caecilia Society, Newport, R. I., n.d. 
Beethoven Society, Yale College, Ct., 1812-1868. 
Old Hundred Sacred Musick Society, Durham, N. H., 1815. 
Rockingham Sacred Music Society, N. H., 1815. 
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Hubbard Society, New Ipswich, N. H., 1815. 
Orford and Piermont Hubbard Society, N. H., 1816-1832. 
Milford Musical Society, N. H., 1816. 
Euterpian Society, Hartford, Ct., 1816. 
Francestown Musical Society, N. H., 1817. 
Beethoven Society, Portland, Me., 1819. 
Hancock Musical Association, Me., 1819. 
Augusta Union Society, Me., 1819. 
1820-1830 
New Hampshire Musical Society, Concord, 1820. 
Central Musical Society, Concord, N. H., 1820. 
Handel Society, Bath, Me., ca. 1820. 
Exeter Musical Society, N. H., 1820. 
Union Musical Society, Guilford, N. H., 1820. 
Dublin Musical Society, New Haven, Ct., 18:22. 
Martin Luther Society, Boscawen, N. H., 18:22. 
Jubal Society, Hartford, Ct., 1822. 
Phil Harmonic Society, New Haven, Ct., 1822. 
Canaan Society, Ct., 1822. 
Amherst Musical Society, N. H., 1822. 
Tilton Musical Society, N.H., 1824. 
Franklin Musical Society, N. H., 1824. 
Mozart Society, Pawtucket, R. I., 1825-1827. 
Hartford Choral Society, Ct., 1827. 
Handel and Haydn Society, Portland, Me., 1828. 
Rossini Society, Providence, R. I., 1828. 
Hartford Musical Society, Ct., 1828. 
Instrumental Society, Bedford, N.H., 1828. 
Thetford and Lyme Society, Vt., n.d. 
1830-1840 
Providence Philharmonic Society, R. I., 1830-1834. 
Chester Musical Society, N. H., 1831. 
Hallowell Harmonic Society, Me., 1832-1836. 
Mozart Society, New London, Ct., 1835. 
Winthrop Musical Society, Me., 1835-(N.D. Gould) 
Pawtucket Musical Society, R. I., 1835. 
Sacred Music Society, Norwich, Ct., n.d. 
Portland Sacred Music Society, Me., 1836-1854. 
Claremont Sacred Music Society, N. H., 1838. 
Bangor Sacred Music Society, Me., 1839. 
Hampstead Sacred Music Society, N. H., 1840. 
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DISSERTATION 
COMMUNITY MUSICAL SOCIETIES IN MASSACHUSETTS TO 1840 
Statement of the Problem. The primary purpose of this study was 
to investigate the early development of community musical societies in 
Massachusetts from the time of the Revolutionary War through approx-
imately the first forty years of the Nineteenth Century. A second purpose 
was to determine the importance of these societies in the history of 
American musical culture, by evaluating their influences upon the 
immediate local musical life, and by assessing their roles in subsequent 
musical developments. 
Methods of Research and Sources of Data. The historical method 
of research was employed. The existence of many musical societies was 
discovered through secondary sources, such as published histories of 
American music, articles in periodicals and historical collections, and 
town and regional histories. The research was then pursued into primary 
sources, which included newspapers and other contemporary periodicals, 
unpublished records and manuscripts, and publications of the musical 
societies themselves. 
Summary. Nearly one hundred community musical societies were 
found to have existed in Massachusetts before 1840. Those founded 
before 1800 were apparently not an important element in the musical 
life of the Commonwealth, since only widely scattered evidence of their 
activities was found. The most important development came after 1800, 
when a significant number of societies were organized for the purpose 
of reforming the music of the Puritan churches. A native idiom of 
church music, typified by the compositions of William Billings and his 
contemporaries, had become immensely popular in Massachusetts between 
1770 and 1800. About 1800, however, clergymen and intellectual leaders 
began to preach sermons, organize musical societies, and publish collec-
tions of music aimed at re-orienting American musical tastes according 
to European standards. 
The most important and successful musical societies from 1800 to 
1820 were county-wide in scope, and united the energies of clergymen, 
musicians, and interested laymen who were usually successful in their 
efforts to reform the church music. 
The psalm-tunes themselves, as found in the popular tune books of 
the day, became progressively more homophonic, more "correct" in terms 
of European harmonic practices, and more regular in phrase structure. 
Performance practices also underwent reform, which included (1) 
entrusting the melody solely to the soprano voices, (2) encouraging more 
women to take part in singing, (3) eliminating octave doublings of 
-parts, ( 4) eliminating eighteenth-century ornamentation, ( 5) refining 
concepts of tonality, voice production, and musicianship, and (6) elimin-
.ating the male counter-tenor voice in favor of the female alto. All these 
reforms were effected by about 1830. 
